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Y A p P 1 am +; in 
bei eing allowed the 
Honour of prefixing 
EO BRO your high Name 
to the following 
ages; and {till happier ſhould 1 
be, "if the Performance was, in any 
Degree, worthy the Protection 
of ſo Sreat a Perſonage mean 
as 


Vi. The DE DIC AT ION. 


as it is, T hope it might yield 


| ſomelittle Amuſement at a ya- 


cant hour; and what your 
Royal Highneſs cannot, in Judg- 
ment, approve, doubt not, but 
vou will in Candor, excuſe. 
To the natural Advantages of 
| a fine Perſon and excellent Un- 
derſtanding, your Royal High- 


neſs has not only added a ſuperior | 


Knowledge of Muſic, but every 
© other Accompliſhment of Educa. 


1 tion, that might become your 8 
| high Rank or Birth : but in 


5 nothing are you more illuſtrioss 


than in your own great and good 
Qualitics, which appear 1n too 


; conſpicuous a Light, to be unob- 
ſerved by any who have the Ho- 


nour of knowing | the Court of 

| Great Britain Such a Dignity 
of Behaviour, joined with 10 
much 
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The DEDICATION. y 


much Sweetneſs of Temper, at 


once commands the Reſpect, and 
engages the Affection, of every 
| one that approaches you. But! 


muſt take care 1 do not leſſen 


bc what! ſhould ! in vain attempt £9 
deſcribe ; Your Royal Highneſs's 
Charter being a Thin that 


deſerves, and might well employ 


the moſt eloquent Pen. 


| ſhall always have the Ambi 


1 bition of being, 


| (May it peaſe your Royal Highneſs 


7, our Royal Highneſs 4 
Moſt dutiſul, moſt oblig'd 
And moſt bumble 3 


James Graſſineau. 


n 


e 
n 


me, in the very. down f N ts . 

p myſelf to that fludy, I ſoon ob. 

ſerwd and bewoifd the ſcarcity of 

books on that noble ſcience in my na- 

live tongue, The meceſſuty of every 

| ſtudent s being acquainted with the 

Ae, and familiar with the terms of the art he * 

es, is a truth I was iunnediatehy convinc'd of ; 

5 yet I could find no treatiſe extaut I could fly 19 for bet. 
on this I iurw'd my thoughts upon drawing up the fol- 

| ſheets for my own private uſe, which I have now 

1 Nabil, iſh*d on a 5 that 1 . be of Jon ne alle 

| i ce 19 9thers, 

1 5 "Tr reader will here find the terms of this . ve art, 

5 and their definitions drawn into as narrow & compaſs as con- 

fiene might le; whereby be vill be ſuv d the trouble of 

Fading a great number of volumes, 22 he muſt otherwiſe 

-— I ve unavoiflably.done, before he could ar; ive at a 1 . 
ouledge: iber 36 tbe Ward, or alli of muſic, 


%.. 


UF, ACK 


[ prefer d the method this work is drawn up in, Deſc r 
all others, as it is a faſhionable way n For 
obſer vable, that there are at preſent dictionaries of ale if 

_ every art; why then no! of muſic ® And indeed 4 Tong! „5 
the rolebrated French author, My Brofard, worthy ; | 
tation in this, as well as other reſpetts- ur 7 muſt ingen 
oufly acknowleage myſelf to be much indebted to that (oc; 


CY 


ned gentleman for man 1 materials of th Vn Work, 


The following atte; Ms will, 1 corel ive, render 2 
the paſſages of Ihe ancients intelligit ie 19 every Englilt 
render; iid nany may inform themſelr ves of this {31 
| which weuld otherwiſe have heen out of their reach, 72 
| every one bas net 7 the } A and 97 epper, unity of learning, pr c 
competent degree, the language of the ancients; ond | 
fervice might be ae greate r, As *tis impoſſivle to obtain 
true knowleage of m. e (er per haps any other art) with: 
their elfitance This 15 4 Kn that { wiſh Hie any 70 . | 
perſued by & far abler pen, by whoſe ſuperior fill, we ni 
hope to cc yy what we have all meg ine reaſon 70 be 
live is nod loft 3 1 mean 11 beauties as Tell As wiceties 
of the ancient Greck muſic, by means of which ſuch mice 
won effects (if we will red ; bf) have been Products. a 


“˙k! SIE ·¹¹ wu K A cowcc 


2 freer dl allow Himſelf time to 169 ot into the d 

F Ariſtoxe nus 4 nd other ancient Greek writers (waicy ! 
ar been ch eceofionclly 10 Con {alt in the progreſs of 1; 

cork) vill fon be conv” 4,th at ihe ancient ae of Gras Ct 

1580 ! the modern of italy: Aud indecd *tis os plain th! 


ve are gern of the methed in uſe among them, as. 


1. 0 eur in <ery e nd falls for ed i 


In the 58 times of grace and fen finn, mil: 
% doubt, ſuffer*d in the common wreck, as well as er 
branches of lit erde: This we may reaſonably coll 
from Athenæus, whe cites a Fourth 2 Zook of Ari leren, 
whereas we have but three impirfect ones of that 

remaining lo out ay, Hence <ve may conclude, tat a: 


Tre wtiſes 'had provably ine / ame, or a worſe fate, vit. 4. 
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1 : 6 being totally deſtreyed; which, had they eſcap'd, mip ht 
Dave been of fingular uſe to us now, in clearing up many 
 nſuperoble difficulties and perplexities. 


3 1 About the eleventh century, one Guido Aretine began tn 
ge vive this art; *tis from him doe derive what is term'd 
the modern muſic, but his manner is widely different from | 
1 tho! of the Grecians. He brought into one ſyſtem two of the 
Ancient genera, vir. the diatonic and chromatic, but theſe 
"mo! without ſome alleration, and omitted the enharmonic, 
h reaſon of the minuteneſs of il's intervals, In the year 
1330, e 1332, Jean de Muris, 4 Doctor at Paris, in- 
a"  wented notes of different lengths, which till then were all 
of equal value as to time, The next alteration was the 
„ @dditionof a ſeventh ſyllable fn, to the fix, ut re mi fa 
„ fol la, which Guido wſed. The French Myuficians will 
Mꝛve it to be of great ſervice, but lis rejeticd by moſt 


er nations; yet as in this work 1 have follow'd a 
5 French author in many points, in the uſe of this Hllable 
I xave lizewiſe often imitated him. True it is, we have 


„  eOnſederably improd'd on the ingenious Guido, foundation, 
is apparent from the many excellent treatiſes extant, 
'ro Which redbi nd greatly to the honour of the mederns, 


I have judg'd it neceſſary to introduce many Italian 


en and poraſes in the following book, becauſe, as many 
20 ; our conypoſers ond performers are of that country, wwe 


often, meet with them in mujical compoſitions, which how- 
ec eber, for the ſervice of my Engliſh reader, are explain'd 


i the moft obvious manner. - 
. I can't here bu! acknowledge, with the higheſt ſenſe of 


at and Pen! 2 


7e. ndjhip, or proſper? of intereſt, but inowv d by a put ge- 
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xli The PREFACE. 
uice, and in many inſtances, his kind aſſiſtance, in the m6! 
engaging manner, thro the whole courſe of this work, 
Indeed *tis chiefly owing to this great maſter”s per ſuaſiou 


and favourable approvation, that it now _ in | thi ; 


Tublicł manner. 
7 wilt oft by ee wap „ l be of . 


it wants none; if not, the reader wil Joe” . * 3 


and none, 1 for, WW! il be SALE, 
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in Mo accente 1 + xn 


Muſical Dictionary. 


ACC 


Majuſente in thorough baſſes, marks the Alin or Kant 
Conrte. See Had 7 Cox TR „ and Co xx RA. 
'TeExOR: 
A Batiuta. See BATTUTA. 

A Bene placits, at pleaſure, 

ACCENT, a certain mo: lulation, or warbling of the 


ſounds, to expreſs the paſſions, either | men by the VOICE, | 
; of artificially by inſtruments. 


Every bar or meaſure is divided into Werne and unaccen- 


; 1 parts; the accented are the principal being thoſe chief 
intended to move and affect: tis on theſe the ſpirit of muſic 


depend. See BAR and Music. ; 
T he beginning and the middle, or the beginning of the 


fit half of the. bar, and the beginning of the latter half 
thereof in common time, and the beginning, or firſt of three 


nes in triple time, are always the accented parts of che 
mkaſure. See TIME and TRIPLE. 


Again, in common time the firſt and third crotchet of 100 


In triple time, 
where note: go always by three and three, that which i is in 


i middle of e ery three is unaccented, the firſt and laſt ac- 
ed; but the accent of the hiſt is 10 much ſtronger, that 


many caſes the laſt is ac counted as if it had no accent. 
| See C OMPOSLTION, 


This act. 


mted and unaccented part of a meaſure anſwers 


' to what the /tal:ans call tempo buono and ati, 


A | See BUONO 
anc CA 10. | | 


he harm ony is always $ to be full, and void of diſcords 
of the ag r 8 by / dife ords we whos 


nes 3 dicor 2 by rover. preparation and 3 4 
are abſo! utely neceſſary, and muſt be uſed therein. See HA R- 
. NY. In the unac cen! ed parts this is not lo neceſſary, diſ- 


B e cords 


2 1 4A 


cords by conjoint degrees there paſſing without any great of- _ 


fence to the car, See DisCoRD and COUNTERPOINT. 
ACCENTOR, one of three fingers in parts, or the 
perſon that ſings the predominant part in a 779, See TRIO. 
ACCORD, is more uſually called Concord, which lee, 
The word is French, formed, according to ſore. from 
the Latin, ad, and cor; but others, with more probability, de- 
rive it from the French chorde, a fring or chord, on account 


of the agreeable union of the ſounds of two firings We 'k at 


at the fame time. Sce CHORD, : 
Whence alſo ſome of the conſonances in make come to 


be called Tetrachords, Hexachords, &c, which are fourth 
and fixths, See TETRACHORD and HEXACHORD, or 


FouRT H and SIXTH. 

Mr Carre, in the Memoirs of the Royal Atadeny of ei. 
ences, lays down 3 new general propoſition of the proporti- 
ons which two Cylinders are to have in order to form the 
accords or conſonances in muſic. 


And *tis this, that the ſolid Cylinders, whoſe ſounds vield 


thoſe accords, are in a triplicate and inverſed ratio of that of 
the numbers, which expreſs the ſame accords, 
Suppoſe, for example, two Cylinders, the diameter of whoſe 


baſſes and lengths are as 3: 2, tis evident the ſoliditics will be 


in the ratio of 47 8. which is the triplicate ratio of 3: 2, 


we ſay that the ſounds of theſe two Cylinders will produce a 


fifth, which is expreſſed by thoſe numbers, and that the big- 


geſt and longeſt will yield the grave ſound, and the ſmalleſt 
the acute one; and the like of all others. Sec SOUND, 


GRAVITY and ACUTENESS. 


ACCRESSIMENTO, fignifies augmentation, as as punto Fg 


 eccrefrments, point of augmentätian. dee PN TO and Nor E. 


ACUTE, is underſtocd of a ſound or tone which is ſhrill 


or high in reſpect of ſome other, See SOUND. In this ſenſe 
the word ſtands oppoſed to grave. See GRAVE. 


Sounds conſidered as acute and grave, 7.e. in relation of 
gravity and acutenets, conſtitute what we call tune, the foun- 


dation of all harmony. SEC GENE ANY and HARMONY, 


ACUTENES 8. that which conſtitutes and denominates 


2 ſound acute. Sce ACUTE. | 
There is no ſuch thing as acuteneſs and gravity abſolutely 
to called, they are only relations; fo that the fame ſounds 
may be either a acute or grave, according to that other found 
che refer to, or are compared with. Sec RELATION, 


The degrees of gravity and acutenets make ſo many tunes 


or tones of 4 you 0 or found, See 1 ONE; F UN, | Voic E= 


and Soup. 1 5 
N ADAGITIG 


3 


3 the ſtalians to denote a certain degree or diſtinction of 
time. See TIME. 
The Adagis expreſſes A flow tie. ſloweſt of any except 
-rzve. See GRAVE. 258 
” The triples 7, 2, are ordinarily Adagio. See TRIPLE. 
AD LIBIT UM, a term purely Latin, uſed very often 


inte 
3 Rp race, 


ADQU I 811 Az. 1s the Latin term for the Hh poor 


FF ,--95 of the ancient ſyſtem, or the Jail. note added theret 


ec PROSLAMBANOMENOS and SYSTEM. 


„ $ fiies for two, for three, or four, Fc. parts. See OB l 10 A o. 
4 AEQUISUONI. See SuoN and UN SON. 
AEQUIVAGANS. Sce SY NGO PE. 


1 55 | Qing manner ; SPE £ c Or that — 4 rather flow tha n fall. 


AGOGA, or AGOGH. WE Hens 
MY: nodern ſcale. See 8 SCALE and GAR UT, 


2 Lars conſiſt of two hn de e or four minim, &c, 
= aiLLAZOPPA. See Zopra. 
ALLEGRETTO, a diminutive of Allegro, which 


WF therefore means pretty quick; Dit not. 0 95 as Alle 30. 


2 wi mu A LL E 3 RO. 5 
; LLEG RO, is viſe to bh that the muſic 1 0 


3 Ye 00 performed in a Br SK, li, 50 gay and e manner 


. of abt | fix WAH; ons fue eeg x other in the follow- 


. order, Grave, Adagio, Largo, Vrvace „Allegro, and 


Preſto. See each in it's place. 


| It 18 tO he obſcrved, the movements of the lame name a3 
Mallugio, or Allegro, are ſwifter in triple than in common time; Y 


ite triple 1 is Adagio, Alle gro or Vivace; the triples 

dare moſt comm: only Allegro. See TRIPLE 

ot preceded by Poco, it weakens the ſtrength of it's ; font ffs 
tion, intimating that the muſic muſt not be pertorm: 0 quits 


7 5 1 bi and lively as Alle gro would require if it ſtood a 


nu Allegro be preceded by Piu, it adds to the firength of. 
's ſignification, requiring the 150 to be performed brisker 


WA 
d gayer than Allegro 1 intimated. 


=. | 
= -+L-LEGKO Allegro, fignify much the ſame as Piu Allegro, 
a 3 8 | ALLEGR 


-A L L 3 
ADA GIO, Ap AG, or An? „is one of the words uſed. 


WM inftead of the ſtalias Os ji piace, if you pleaſe, See 81 


A DUE, or Doi, A TRE, 4 QAR To, 2 ſigni- 
AFF ET T . or AFFET! os, that kind of mul 


AL AMI RE, the naine of one of the notes in the 


ALLABREVE, the name of a movement, Whol 


— — 


eee — — 


ä _ - 
4 ———ͤů—è 
. 


4 "A. D 
Al tO ma non preſts, brisk and lively, but not too 

haſtily. 
| ALLEMAND, a fort of ard and folemn muſic, whose 


meaſure is full and moving. 


ALL ROVERSCIO, Al. LA Bak vx, AlLA P. 1 


K 1 TTA, ALLA Zop A. See Ro v ERSCIO, Dixir za 
 LoPPA, Ec. 


ALMAIN, à ſort of air that moves in common Lite. 


ALMANDA, a certain air or tune where the meaſure 1 


is in common time, and movemeut flow, 
"AET, 5 A term applied to the high notes in the feale. 


'The wort is formed of the Latin Altus, See. SCALE and 


DIAGRAM. 


ALT ERA /e ſqui. I IP Qi T. Fee alſo P ROPOR- | 


TION and TRIPLE. 


ALTERATISUONI. Ire 3 

ALT ERN ATIVEMENT O, denotes to p! ay 0 
fing two airs or ſongs the one after the other, or rather th 
different parts of the ſame ſong alternately, 


ALTISTA, the perſon who ſings the Font ae is 
thus called. | 
OY Viola, 2 ſmall Viol. F 
ALL 0, Violins, a imall Violin. 8 SO; Vier 880 
vior ETA. | | 


Aro Cencertante, is the tenor of the little chorus whi ic! 
ſings or plays throughout che piece. 


Aro Rifiens, the tenor of the great chorus W hich fine 


or plays only now and then in ſome particular places, 


ALT RO, is an [ation adjective, ſignifying other, 4 3 3 : 
. una altera volt 2 pay it GUEY agam 3 in altro mo: udo in ane 


manner. See MANNER, 


ALTUS, intimates that the uk; Is hi upper or cou. 


ter tenor, and is common in mulic for many VOICES, Z 


AMBIT US. See Mopo. 
 AMBROSITI A N Chant, thus called from St Ambre 
Archbiſhop of HAilan, who compoſed it for the ſervice of 


church in the fourth « century, ic was diftinguiſhed fron: 


Roman Chant in that it was * ſtronger and higher, 
CHANT. 


ANACAMP TOS, a term made uſe of by Marti: 


Capeiia, to ſignify what is otherwiſe called Ductus reverts! 


or in halian, Conduciments ritornante, See DucTwus. 


ANDANTE, from the verb Andare, io go, ig 
egg in thorough balles, that the notes are to be playc'Þ 


giſtinct! Ye 


. 2 m #- + 
ANIM: 
| = | 4. * 


—— as 


AN 


SIM 


9 
. 


r 8 
ANIMA, or 418 429 ſignifies much the ſame as 
Allegro, with life, briskly. See ALLEGRO. 

ANTHEM, a church ſong, performed in cathedral and 

other ſervice, by the choriſters, divided for that purpoſe into 
vo chorulles, who ſing alternately, Sce CyHorvys and 
ONG. 

i The word at firſt was uſed both Fe plalms and hymns 
when thus performed. See Pzarm and Hymn, 

St Ionatizs is by Focrates repreſented as the author of this 
way of ſinging among the Greets; and among the Latin 
St Ambroſe. Theodoret attributes it to Didorus and Flavin. 

Amalarius Fortunatus has wrote expreſsly of the order of 
anthems, de antiphonarum erdine. ip 

At reſent t the term is uſed in a merit narrower tente. 8 
being applied to certain paſſages taken out of the pſalms, Qc. 


and accommodated to the particular {olemnity in hand, 


ANTIFONI Suomi, See Srono 
ANTIPHONA, ananthem. See Tovuno. 
ANTIQUE Maſi. See Mus1c, 

APOTOME, is the remaining part of an entire tone 
after a greater ſemi-tone has been taken from it. Sec ox n 
and JT MI-TONE.. 

The proportion in numbers of the Apaotome i Is 2045 219% 

The Greeks thought that the greater tone could not be di- 


pied into two equal parts, for which reaſon they called the 


frft part Apeton, and the other Limma or TR in this 
mitating Pythagoras and Pato. 


The word is derived from che Greet nil U — ebfc ndi— 


cut o 


APOGIATURA, is when in any part of a n 


there are two notes that are ſome diſtance from one another, 


a$ A third or fifth; and in playing ſuch paſſage the Muſician 


puts in ſmall intermediate notes alcending or de elcending, a as 
thus | 


AFY CNOS, is aid of the diatonic genus, REY it's 
being plain and eaſy, that is, not crouded with minute divi- 


tons, but having great or ſpacious intervals in compariſon 
with the chromatic and enharnic nic. Sce 
proper article, ſee allo Syorn. Ee. 


APICNI Suoni, are ſounds diſtant one or more oc aves, 


each under it's 3 


aud yet concord, the Suoni Apyenii of the Grecian ſcale were 


Proflambanomens:, Nete Synemmenin and Mete harte leon. 
AR CHI Leute, an arch or very longs. and long Lute, und 
but 28 ditterent from the Th; orba Lite ; uſed by the [ta- 


„ 44% 


7 . 
(41171 


8 . 
liaus lor play ing thorough baſs, See LUTE and Tax. 
ORBO 

A R CO, a Bow or F idle Stick. Stromenti 4 Ares — in- 
ſtruments played with a Bow. 

A RE or Alamire, See Aramins: 

ARTA, a ſong, air or tune. See 8 Song and Tows. 
 ARIETF TA, a little ſhort ſong, a Jonnet or catch, 
See Sou NET. 

ARIOSA or 4rife, in the movement of a common 
ſong or tune. : 

ARIT HMET CA „ . 

AR SIS and Thefts, 7s, are Gt ek terms uſed in compoſition; 
as When a point is inverted or turned, *tis ſaid to move pe- 
Arfin and Theſin, i. e. when a point riſes i in one part and falls 
in another, or falls in one part and riſes in another, whence 
Is produced an agrecable variety, though properly ſpeakine, 

'tis alſo the riſe and fall of the hand in deating the 
time. Sce PER ARSIS. 

ASSAI, is an Italian adverb of quantity; which is often 


joined to the words Allegro, Adagio, Preſto, &c. and ſignifics 


as ſome pretend, much, and according to others that the NCA - 


ſure and motions of the piece be kept in a middle degree of 


quickneſs or ſlowneſs; quick or flow enough, but not too 
much of either. See ALLEGRo, PS 

ASSAYING;, is a flouriſhing before one 6 to play, 
to try if the inſtrument be in tune; or to run diviſions to 
lead one into the piece before us. 

AT EMP O giaſlo, ſignifies to ſing or play in an equal, 
true and juſt time. See TIME. 

AT TO, an act, as of a play, opera, che. Atto di Cadena, 
is a certain diſpoſition « of the ſounds or notes, which not oply 
makes a cadence in one part, but directs and points out 
others. As when the baſs riſes a 
the other parts thereupon per orm their Prager 's eadences. See 
CADEN CK. 

AUTHENTICO, e chalet or approved 
This term is applied by the Italians to four of the church 
modes or tones in muſic, which riſe a fourth above their do- 
minants, which are always fifths above their finals, 7. e. rite 
to compleat their octaves, in this diſtinguiſhed from the pla- 
gal modes, which fall a fourth below their finals. See LO 
and Mods. Sce allo Harmonica Divisiowe, 


fourth or falls a fifth, n 
motion is really a cadence, and at the 'fame time is 2 ſign that 


" 8 

„ 

1 f „ 
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we reckon the muſical modes, which Glarean, Zarlin, and 19 3 


other eminent modern writers make twelve, 
lix authentic, and fix plagal, See TVonO. 
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Ky n 
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7 B. 5 Sig _ Baß or Baſſo. Bass and Bass0, | 
1 „ denote Baſſo continuo, which ſee. | 
BA 65 "Þ IPE, a muſical inſtrument of the wind kind, | 


F chiefly uſed in country places, It contifts of two parts: T be | 
Z $r& is a leather bag which is blown like a foot · ball by means 
ot a porvent, or little tube fixed to it, and ſtopped by a valve. 
The other part conſiſts of three pipes or flutes, the firſt is cal- 


7 7 led the great pipe or drone, the ſecond [the little one, which | | 
paſſes the wind out only at bottom, and the third has a tongue | 
and played by compreſſing the bag under the arm when full, | 
and opening and ſtopping the Holes, which are eight, with the. A 

fuers. The little pipe is ordinarily a foot long; that played 3 
on, thirteen inches; and the porvent, fix, — This inftrument 
take i in the compaſs of three octaves, _ 
XX BALETTO, is what we call a Balet, a ſort of dance, | 
* = the air whereoi begins with a quaver, the hand riſing ; it has | 
two ſtrains of four or eight bars each, and 1 is beat in two or - 
- FF four times quick. 8 
== Among the F N the word Balet has another n | 
for 'tis by them ufed for a ſucceſſion of airs, in all forts of _ 

"Z movements whether brisk or flow, with which the dances -1 
agree, and are carried on as the ſtrains or motions differ. "2 
BAND ORA, a kind of ancient mulical inſtrument — 
„ vith ſtrings reſembling a Lute. — 


Z BAR, a ſtroke drawn perpendicularly a-croſs the lines of 
Ina piece of muſic, including between each two, a certain 
„ aduantity or meaſure of time, which is various as the time of 
Y lle muſic is either triple or common. 
In common time, between cach two bars is e the 
meaſure of four crotchets ;z in triple, three. The principat | 
ue ſof theſe bars is to regulate the beating or meaſuring of 
time in a concert. See T'1mE and MEASURE. 

 X BARDONE, as Violadi Bardoni. See VIOLA. 
4 8 BARITP ICN], or Suon; Baripicni, ſignify in general 
_ any low, grave or deep ſound, See SOUND and SN. 
„Fut in particular the loweſt of any three notes that are to 
one another A to B flat, and B natural is thus called, the 


1 9 ert Meſepicni, and the higheſt Ox; #picni, which ſee. 


ZF BARITONO, called by the French, Baſſe Taille, or 
Lon cor dant, 7. e. that goes high and low); thoſe that can ag 


24 4 I Thus may ſerve either 35 tenor or baſs upon occaſion. See 
error and Bass, 


BA 83 


| have the Treble the chief part, 
| ornament, | 

Counter Bass, 1sa ſecond or double Baſs, where there are 

| ſeveral in the ſame concert. 


8 BAS 
BASS, that part of a concert which is moſt heard, which 


conſiſts of the graveſt and deepeſt founds, and which is played 
on the largeſt pipes or ſtrings of a common inſtrument, as of 


an Orgen, Lute, or on inſtruments large: than ordinary for 


that pur; of, as Baſs Viols, Baſſoons, Baſs-hautboys, &c, 


See cach under it's proper Article, 


Muſicians hold the Baſs to be the principal part of thecon- 
cert, and the foundation of compoſition ; though ſome wil! 


which others only make an 


Thorough Bass, is the harmony made by the Baſs Viols Or 


 Theorbss continuing to play both while the voices ſing, and 


the other inſtruments perform their parts, and alſo filling up 
the intervals when any of the other parts ſtop. _ 
M. Hraſſurd obſerves the Thorough Beſs to be part of the 


modern muſic, firſt invented in the year 1600, by an Italian 


named Ludevicus Viadana. *Tis played by eyphers market 
over the notes on the Organ, Spinet, Harpſichord, Theorbo, 


FF imply, and without ehen on the ; 4 
Baſs Viol, Baſſoon, &c. ; 


BASSETT O, a Baſs Piel or Vi dlin of the ſimalle® 
lie, ſo called in diſtinction of Baſs Viols or Violins of a large: 
ze. See Bass and VIOL. 

BASIS. See TRIAS Harmonica, _ | 

BASIS T A, the perſon who plays or ſings that part o of a 
piece of muſic called the Baſs or Counter Baſs, See Bas30. 

BASSO, for the moſt part lignifics the Baſs, but ſome- 


which {ings and plays throughout the piece. 
Basso Continue, the therough or continual Baſs, which i 


. 
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times in pieces of muſic for ſeveral voices, the ſinging Baß 1 
ds more particularly io called. 7 
Basso Concertante, the Baſs of the little chorus, or that 1 


commonly diſtirguiſhed from the others by figures over th: WW ; 


notes in muſic books, which figures are only proper for tie 


Or gan, Harplichord, Spinet, Theorbo, Lue, HRP Sc. 
this is oſten ſignified by the letters, B C. 


Bas50 . See S 
Basso Riptino, the Baſs of the grand chorus that fin 


Vol. See Ras 8 Viol tn. 
BASSOON, 


a3 muſical inftrument of the wind k 


terving as a bals in concerts ol Wind muſic, as of Fir 


Haut þ 


2 
N 


or plays now and then in ſome particular places, genera! , 3 
only during the chorus. 


Basso Viola, a Baſs 
Basso F inline: a imall Ba Viel or Violin. 


SM 
x 


r 


8 4 3 {hours ſhould be ain by them, 8 
= C | 


Its diameter at bottom was formerly nine inches, at preſent tis 
byt four at moſt, and it's holes are ſtopped with keys, Oe. 
like large Fiutes. It ſerves as Baſs to the Nautboy. 

BASS Valin, a muſical inſtrument of the fame form with 


the Nalin, except that tis much larger. I'is ſtruck like 
that with a Bow, has four ſtrings and eight ſtops, divided into 
Half notes, or ſemitones. The ſound it yields is much more 
grave, ſweet and ageeable than that of the Violin, and of much 


better effect in a concert. See VIOLIN. 
BAT TU TA, the motion of beating with the hand © or 
{ * in directing the time. See TIME. 


The Italians uſe the phraſe A Tempo Giufto, after a recita- | 


tive, to ſhow that the meaſure is to be beat tru> and juſt, 


which during that recitative was conducted irregularly 9 fa 


vour ſome action, or to expreſs ſome paſhon, &c. 


BELL, a machine ranked by Muſicians in the number 


of inſtruments of percuſſion, 
The Bell hath three parts, the body or barrel, the dapper 


within fide, and the ear or canon; whereby tis hung to a 
large beam of wood, It is made of a compound r of 
twenty pounds of pewter to an hundred of copper, called 
hell- metal. The thickneſs of it's edg zes is ulually „g of 


the diameter, and it's height twelve times it's thickneſs. 


The Bell-founders have a Diapaſon or Bcli-ſcale, wherewirh 
they meaſure the ſize, thickneſs, weight and tone of their 
7 Belis, The uſe of Bells is ſummed up in theſe two lines, 


Laudo Deum vorum, plebem voco, congrego clerum 


Defunttos ploro, peſtem fugo, feſta decoro. 


The firſt Bells are ſaid to have been made at Ni in 
= Campania, whereot St Paulinus was Biſhop; it is aſſured 
at !caſt that chey were firſt brought into the church by him; 


and hence tis added they had their Latin names Ml and 


Campanæ; but others ſay they take theſe names, not be- 
1 cauſe invented in Campania , but becauſe the manner of ha ng- 
ing and balancing them as uſed at preſent, was firſt zradt: ced 
IF there ; or at leaſt they were hung on the model of a fort of 
balance invented in Campania. For in the Latin writers we 
find Campana /atera for a ſizelyard, and the Greet xp S £47 « 
for bonderare — t1 eig b. g =” 


The invention of church Bells is by Polydare Virgil al- 


cribed to Pope Sabinion, St Greoery's ſucceſſor, but by mi- 


397 | 


3 take, for there is mention made of Bells by St Jerome co- 
4 temporary with Paulinus, In effect Pope Sabinian did not. 


invent Bells, but was the firſt who appointed the cornonical 


BEL js 
Hautbeys, Sc. To make it portable it is divided into two parts, 


We 
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Plybius, Jaſephus, and others, mention them under the ap- 
pellation of Petaſus, tintinnabulum, eramentum, crotalum, fic 
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Bells, (wrote when in chains in Turkey, and which is ver 


thought to have been unacquainted with them till the 
-ninth century, when their conſtruction was __ them b 


lets. Leo Alatins'in his diſſertations on the Greek temples, 30 
proves the contrary from ſeveral ancient writers. Ik is his as 
opinion that Bells firſt began to be diſuſed among them after p< 


hiblted them, leaſt their ſound ſhould diſturb the repoſe of be 
ſouls, which, according to them, wander in the air. He ih 
adds, that they fill retain'd the uſe of Bells in places reniote 
from any intercourſe with the Tur#s, Fenn very au- ; 


venience of being freed irom the conftant din and Ang! ng 


10 „ 3E = 

We find Bells mentioned by Ovid, Tibullus, Martial, SA. EC 
tres, Manlins, and the Greet authors, under the names o 
Tintinnabula, and ſounding braſs. Suetonius, Dion, Strab;, 
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num, &c. but theſe appear to have been no more than bay. 
bles, and little like thoſe huge Bells among us, 
Hieronymus Magius, who has wrote a treatiſe expreſs upo: 


I" 


remarkable purely from his memory, without the aſſiſtann 
of any books) makes large Bells a modern invention. u 
deed we don't hear of any before the ſixth century. In 610 
we are told that Libus Biſhop of Orleans being at Sens, then 1 
beſieged by the army of Clatharius, frighted away the b. 1 
ſiegers by ringing the Bells of St Stephens. A 
T he firſt large Bells in E noland were mentioned by Bud: EL 
towards the latter end of that century. They ſeem to have © 
been pretty common in the year 816. The Greeks are uſually 
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a Venetian. 118 

Indeed it is not true that the aſe of Bells Wis 8 . 
unknown in the ancient eaſtern churches, and that they 7 
called the people together as at preſent with wooden nat. . 


the taking of Conſtantinople by the Turks, who it feems pro- F 


cient ones in mount Athos. 

EH. Simon thinks the Turks rather prohibited the Chriſtian: ® 
the uſe of Bells out of political than religious reaſons, in- 
aſmuch as the ringing of Bells might ferve as a ſig 
for the execution of revelts, Se. | 3 

The City of Bourdeaux vas deprived of all it's Bells for re 


| bellion ; and when it was offered to have them rettored, ® 


the people reſuſed it, after having taſted the eaſe and con er 


of Bells. 9 
Mattheio Paris 8 that ancie 3 the uſe of Ball ” ab 
was forbid in time of mourning, though at preſent the 
make one of it's principle ceremonies. Mabillan adde that . 
IK Was all ancient cuſtom to ring Bells for perſons about t , 
 Expit* 


BEL 3 17 
3 2xpitC, to advertiſe the people to pray for them; whence are 
derived our Paſſing Bells. 
XX T7;lineau obſerves, that the cuſtom of ringing Bells at he 
1 approach of thunder is of ſome antiquity; but that the de- 
ien was not fo much to ſhake the air and fo difhpate the 
E 4 thunder, as to call the people to church to pray that the 
1 pariſh might be preſer ved from that terrible meteor. 
The cuſtom: of chriſtening and bleſf ing of Bells is very an- 
cient; ſome ſay twas introduced by Pope. Johm XIII. in 9/2, 


but it is evidently of an older ſanding, there being an ex- 
_— preſs prohibition of the practice in a Capitular of Charlemain 
„ in 789. Alum ſays it was eſtabliſhed before te eighth 
century; fo that what has been ſaid of Pope ahn XIII. 
AR only to be underſtood of an order of that Pore for re- 
1, oring the practice which had been diſuſed. 
„„ Nalin, a city of China, was anciently famous for tl: 
1; largeneſs of it's Bells; but their enormous weight bavi ing 
ne brought down the tower, the whole building tell to ruin, 
„fand the Bells have ever ſince lain on the Ground. One of 
' *Mthoſe Bells is near 12 Eng! ;/h feet high, the diameter 72, 
jt, end it's circumference 23; it's hgure 1 18 almoſt cylindric, and 
e he thickneſs of the metal about it's edges 7 inches ; from 
i, the demenſions of this Bell it's weight is computed 50,000. 
es, oi! ds, which is more than double the weight of that at 
nis 1 fort, ſaid by Z. OR to be the large | Bell in the 
te: world. Theſe Bells were caſt by the firlt Emperor of the 


ro- eceeding Dynaſty, about 380 years ago. They have cach 
of w their name the ee , the Eater 7 Che, the Sleeper 


He + Houi. 


8 3 Father Le Comte adds, that there are ſeven other Balls 
_ 3 in Pekin, caſt in the reign of Joule; each of which we ighs 
3 P 24000 pounds, but the found even of their biggeſt Bells is 
ar; Perry poor, being ſtruck with a woodcut. inſtead of an iron 
in. 3 | 


4 4 The Egyptians had none but wooden Bells, exce pt one 
14 88 * by the Frank; into the monaſtery of St Anthony. 


5 The ſound of the Bell ariſes from the. 'ibratory motion 
14 'Y it's parts, much like that of a muſical chord. The 
on-| ſtroke of the clapper it is evident muſt change the figure 


or he the Bell, and of round make it oval; os he weil 


Faving a great degree of elaſticity, that bark. which the 


a” "34 


gelt A roke drove fartheſt from the centre will fly ! back aga? n, 
they id this even ſomewhat nearer the centre then before; 10 


that at the two points which were before the extreams of the. 


ir to eser diameter now become thoſe of the ſhorter, Thus 
piſr, * circumference of the Boll undergoes alternate changes 
1 | ES | * 2 | | | of 
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are Muck with the tomb only 
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of figure, and by means thercof gives that tremulous mo- 

tion to the air wherein ſounds conſiſt. See Sou ND. 
he ſound of the ſame Bel} or Chord is a compound of the 


ſounds of the ſeveral parts thereof; ſo that where the Parts 


are homogeneous, and the dimenſions of the figure uniform, 


there is ſuch a perfect mixture of al! thoſe ſounds, as con- 


ſtitute one uniform, ſmooth and even ſound. See Tuxry 
and ViBRATION. | 

Mr Haulecbee, and others, have found by experiment, 
that the found of a Bell ſtruck under water, is a fourth deeper 


than in the air; though e lays it 15 of the ſame Pitc R = 


in both elements, 


Bells are heard further on plains as on hill, and fill © 
further in valleys than on plains, the reaſon of which will 


not be difficult to aſſign, if it be conſidered that the highe: 
the ſonorous body is, "he rarer is it's medium, conſquer 5 


the leſs impulſe it receives, and the leſs proper vehicle it is | 


to convey it to a diſtance. 


BELL HARP, 


Bell on it's biaſs, it being hung on a firing, and reſted a 


Wind them for that purpoſc 


There is a notable difference between the ſhape of this 


inftrument and that of the Triſh or Welch Harp See HA R v. 


It's length is about three feet, it's ſoundboard is uſually 8 
of the ſame wood as that of a Spinet or Harpſichord, having 
ſtrings are of braſs or ſtec! = 
wire, fixed at one end, and ſtretched acroſs the ſoundboatd 8 
The num 


a roſe carved in the middle ; it's 


by ſcrews fixed at the other end next the player. 


2 muſica] inſtrument of the ſtring 2 
kind, thus called either becauſe ſhaped like a Bell, or by 
reaſon the common players thereon ſwing it about 45 a 


2 


1 


ber of ſtrings is not fixed; ſometimes more, ſometimes leſs. I bey '2 


of each hand, 
Hand plays the treble, the left the baſs, but the thumbs ar: 


the ric! 


armed with a little wire pin or needle in order to draw the 


found the clearer, 
Oda ves, according to the number of {tri NES. 


It may perhaps be the Lyra or Cythara of the ancien 
but we find no mention of i under the name it now boa; 
which mull be allowed to 
inſtrument may be, See LYSA, Mus1c, Ce. 
 BELLOWS of an Organ, are mackines contrivec 
give wind to the pipes, which * chat means s produce a a fo 


See OR ANW. 


The bellows of an Organ are in proportion co the in- 
ment, cach hav! ing an aperture of four inches, that then 


may play caſily. There 2 — allo be Fl valve at the no 


It takes in the compaſs of three or 0. | 


e modern, however ancient 
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f 3 the bellows, that one may not take the air from the other. 
E 'Toblow an Organ of 16 feet, there are required 4 pair of bellows, 


BIANCHA. See Nor E and MIxIu. N 
BINARY meaſure is a meaſure wherein you beat 


; equally ; or the time of riſing is equal to that of falling, 
I his is uſually called common time, beſide which there is Bi- 
E ary triple. See MEASURE, TIME, and TRIPLE. 


BENE PLACITO. See ABENE PLACITO. | 
BISCHROMA is the fame as our triple guaver. See 


Cu ROMA. 


BIZ AR RO, or con Brzarria, fignifies with changes 


- capricioully, ſometimes faſt, at others flow, ſtrong, ſoft, Ce: 
dat che fancy of the compoſer, or player. | ” 


BMI is the third note in the modern ſcale of Muſic. 


BMOLLARE or All, is one of the notes of the 


# ſcale of Muſick, uſually called ſoſt or flat in oppoſition to 


Bquadro, See BQUADRO, 
 BOMBARDO, a muſical inſtrument of the wind 


kind, much the ſame as the Baſſoon, and is uſed as a Baſs to 
the Hautboy. See HAUT BOY and Lagoon. N 


BQUADRO or Quadrats, or Durele called by the 


8 French Bquarre from its figure 2 


This is what we call B natural or ſharp, in diſtinction ta 
B mol, or flat B. See FLAT and SHARR F . T 
As the h flat when placed before any note, denotes that 


2X -ote to be lowered a ſemitone minor, ſo does the Buarre or 
XX raiſe it to its natural or diatonic ſituation. 


Again if the flat B be placed before z note in the thorough 


Baff it intimates that it's third is to be minor, and if placed 
| with any cypher over a note in the Baſs as 6, or Þ 5, Cc. 
it denotes that the fixth or fifth thereto are to be flat. See 
Firn, SixTH, fc. 8 7 


hot if the Oyadro - be placed over any note or with 


| 411y Cypher in the thorough Baſs, it has the contrary effect; for 
thereby the note or interval thereto is raiſed to it's natursl. 
2x order, Both theſe characters are uſed in other parts beſide 
x tbe thorough Baſs, wherein they affect ay the note ta 


which they are prefixed, i. e. they either raiſe or lower that 


d, note alone. See CHARACTER, 


BRA CIO or BRAZZO is applied to certain In- 
ſtruments that arc played with a bow, and held up to the 


eck by the leſt arm, ſuch as the Violin, whether firſt, 
- if FF »<cond, third, &c, Sce VIoI ig, 


BREVE 


Saf Ds rhe 


i 
f BREVE is a note, formed like à ſquare, without +4 = 
1 tail, and equivalent to two Semibreves or four 225 Sec 8. 
{ CHARACTER and Myus1c. - F 
1 Alſo a meaſure of quantity which contains two ſtro ke: ĩ 
1 down with the hand and as many up. But this muſt be un- 7 
' dec ſtood with regard to Common Time under this ſiag 
{l] But when this character is under the directions of the . 
l triple major, or perfeR time, if followed by one or more = 
8 of the ſame value, or by a point, it is equal to three times, Mt | 


3 


or a whole Bar; and if notes of leſs value follow it, as Se- 
mibreves or Minims, its value is then reduced to two Times, 
or two thirds of the Meaſure, Sce Mono, Time, Pro: 
LATION, NoTE, FIGURA, LEGATURA and TRI 
PLE, 
This is often tied with other notes, for which ſee LE OA 
run. 
The Breve in the Time marked 9 nov e but 
two times, from whence the lalian, call Common Time 
played very quick Alla Breve; and this movement they 
often uſe in their church muſick. See CAPELL A. 
BRIDGE, that part of a ſtringed inſtrument over 
which the ſtrings are ſtretched. 
Hridges are of divers kinds, as the Badge of a Violin : 
Bass V Viol, the Bridge of a Lute, Harpfichord, Se. 1 
The Bridge of a Violin or Fiddle is about one inch 
and a quarter high, and near an inch and a half long, ſome- 
times entirely plain, and ſometimes with holes carved in ir 
by way of ornament; it is rounded a little on the upper 
part, where the firings are laid in little notches for their re- 
_ ception ; the reaſon whereof is, that the bow may ſtrike either 
of them at pleaſure, without touching any other; the under MF 
part of it is hallowed in the middle, ſo that it bears on the 
hady of the inſtrument only at each end; it is placed about 
ave inches from the bottom of the body. 
Under the Bridge within fide is placed 4 little flip of wood, 
\ called the found poſt, it's uſe is to bear againſt the Bridge 1 
auad aſſiſt the belly of the inſtrument in ſuſtaining the pre- 
1 ſure of the ſtrings on the Bridge. The ſtrings without the 
Lf | Bridge would give little or no "ſound, but it is the body of 
1 the inſtrument and it's uniform conſtruction together with 
Pi the evenels of the ſtrings that produces what is een 
| called a good tone. See VioLINn. _ . 
The Bridge of a Bass- Viol is the ſame in dien to 


the inſtrument, theſe Bridges a are uſually made of ſome p 
Fous wood, 


— 


— — — * — 
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itwiſted in the form of a ©, , The word comes from 


* e a Tempe Buens, the others, as the ſecond and laſt 


U. 1 „ 
The Bridge of 'a Lute is very different from that above 
aecribed, in that it is but half an inch deep, though four, 


XE -.- or fix inches long, entirely ſtrait ; it is placed about 
"ZZ ur inches from the bottom of the inftrument, and the itrings 
ate ſtretched over it, as thoſe of the Violin are. See 


2 _ Lo * E * 


Hure fie hords have ſeveral Bridges, but there are two prin- 


cCiple ones, one of which is placed at the upper end be- 


Z tween the jacks and the ſcrews, about half an inch high, 


uud to what length required, uſually about three feet, quite 


pz. 


35. | 


trait; the other is put along the fide of the inſtrument 
Z ſhaped almoſt like the letter 8, between the ends of the 
2 {icings and the jacks, in a certain proportion, Inſtead of 
Z notches theſe Bridges have little wire pins to Keep the ſtrings 
in their places, theſe two are required when there is but one 
row of keys and two ſtops, if there are more, other Bridges 
gare recuired, See HARPSICORD. Fes i 
=. Thele are uſually made of Fir or the ſame wood with the 
Sound Board. | - | 


BRILLANT E, brisk, airy, gay and lively, 
BUCCINA, an ancient military, or muſical inſtru- 


EZ rvfical inſtruments uſed in the military march are Huccina, 


x ! cumpets, Littuus, Clarion, Cornet, Fiſe, Drum, T'ym- 


gba, Cc. which ſee,——— The Marino Buccine given by 


Pocts and Painters to the Tritons and Sea Gods, are ſhells 


3 Bucca, the mouth, becauſe played on by the mouth, 

BUONO, as Tempo Buono, ſignifies a certain time or 
part of the meaſure that is good, 7. . more proper for 
certain things than any other, as to end a cadence, or 
quſe, to place a long ſyllable or a ſyncoped Diſſonance, 
Concord, Se. The Tempo Buong of any meaſure whatever, 
HH ould be on the firſt part thereof when the hand is down, 
gd in common time of four Times to the Bar, the third 


Es 


times 


r 
* 


went uſed in war; it is uſually taken for a kind of trumpet, 
XZ which opinion is confirmed by Feſtus, by his defining it a 
"2X crooked horn, played on like a Trumpet. Vigetius alſo ob- 
# ſerves, that the Puccina was bent into a ſemicircle, in which 
it differed from a Trumpet, Tuba. 

= Parra adds, they were called Cornua, becauſe originally 
3 made of the horns of cattle, as is fill done among ſome pco- 
g ple. Servius ſeems to ſay that they were firſt made of 
cats horns; and the ſcripture called the inſtruments uſed 
both in war and in the temples Keren Fobel, i. e. ram's 
XZ horns, and Sapharoth Haijobelim, Buccing of Rams. The 
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times of the meaſure, are called Tempi di Cattiva. 8e © 


 CarrTiva and Accent. 


BURDEN in ſome muſical inſtruments, the Drone o 27 
Bals, and the pipe or ſtring that plays it; the Bagpipe prin- 
| cipally hath a part "thus called. Hence that part of a ſong 3 


that is repeated at the end of every amen IS called 'he 


Burden of it, 


The word comes ſrom the French Baterdee, a fla 5 


pipe made in form of a ſtaff, imitating the groſs murmurs 0 


Bees or Drones. Some call the Proflanbanomenos, or the © = 
note added to the ancient ſyſtem, by this name. A chorg 8 
which is to be divided to perform the intervals of muſic 8 


when open and undivided, is alſo called the Burden. 
BURRE, Bou RE k, or BORE x, a kind of dance, 


compoſed of three fteps joined together in two motions, 
gun with a crotchet riſing, The firſt copulet contains twice 


four meaſures, the ſecond twice eight, it conſiſts of a }«- 


lance and conper. It is ſuppoſed to come from Auvere ne | 3; 4 


France, 


yore pac ere —V 22 2 . I's $© — rn — ape. — ye, SR — 2 9 * - » 56. Sfp vv — —j——ů ů eh 
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3 0 Denotes the neten part in thorough baſs, See 


\ * 
* 7 5 . 
bs. 5 


3 5 
EA 


CAD 


Bass. 
Again a ſimple C, or rather a fierce, placed after the 


Cliff, intimates that the muſic is in common Time, which 
is either quick or flow, as it is joined with Allegra or Aa- 
gie; if alone it is uſually Adagio. 


il 


| os S, the firſt requires that the Air be played quick, 
and the laſt very quick. See CHARACTER. 
In pie ces of old muſic, we find a character thus & and 


ag 
Ti 


. 1 very often it's reverfe thus OF D both which are at pre- 


3 nt almoſt out of uſe, but ſee PROBATION. 


| A CADENCE, according to ancient mulicians is a "3 


rics of a certain number of notes, in a certain interval, 


any places of the piece, which divide it, as it were, into 


Fal to expect it; and is much the ſame in a ſong as a period 
that cloſes the ſenſe in © d, Paragraph of a diſcoufſe. 
A Cadence is either perfect or imperfect; a perfect Ca- 


nc other. 


The Cadence is ſaid to be WES 5 ng it's laſt meaſure 

not in octave or uniſon, but a ſixth or a third; as when 
Fe baſs inftead of deſcending a ſth, deſcends only a third, 
der when deſcending, or, which is the fame thing, riſing 2 
; I Purth, it makes an octave with the treble in the firſt mea- 
ure, and a third major with the ſecond, Tt is called im- 
rect becauſe the ear does not acquieſce in the. concluſion, 


1 put pes a continuation of the ſong. | 


3 oF ; 8 ; : ; 
. 1 2 26 - i . . 
87 8 ; 5 
. 
nc 
Fr. 


If the c or ſemicircle be croſſed thus f, or turned 


Which ſtrike the ear agreeably, and eſpecially at the end 
Þr cloſe of the ſong, ſtanza, Oe. A Cadence ordinarily 
| _— of three notes. 
I CADENC E, in the modern vane may be defined a 

certain concluſion of a ſong, or of the parts thereof in 


Fo many numbers or periods. The Cadence is when the parts 
5 al or terminate on a chord or note, the ear ſeeming natu- 


 *%s is that which conſiſts of two notes ſung after each 
1 ae, or by degrees conjoined in each of the two parts, 
it is called ane becauſe it latishes the ear better than 


| | 
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The Cadence is ſaid to be broken when the baſs inſtcad 


of falling a fifth which the e ear expects, riſes a ſecond eicher 


major or minor. 


Every Cadence is in two meaſures; ſometimes it is ſul⸗ 4 | 
Serided, in which caſe it is called a repoſe, and only conſiſts 
of one meaſure, as when the two parts ſtop at the fiffh 


without finiſhing the Cadence. 


Mr Rouſſeau diſtinguiſhes two Kinds of Cadences with 4 
regard to the Baſs-viol, i. e. Cadence with and without © 


a ot 


racter of the air. 


The word comes from the Latin Calincin a fall, the Ca: * 


dence being the fall or concluſion of a ſeries of harmony, 


proper to terminate the whole, or part. The French mi- 7 


cjans call a ſhake a Cadence, but this is to confound terms. 


CADENZA FPrita, Sfuggita, d Inganno, &e, See j 


FroriTA, SFUGGITO, INGAaNNo, Cc. 


CAMERA, fignifies chamber muſic, as Senate Cen. . 
certo di Camera, are Sonatas, Concertos, &c, compoſed (or | 3 
a chamber, in diſtinction to thoſe played in churches, chu» 


pels, or great concerts. See SONATA, &c. 


CANCHERIZANTE, or Chancherizats, is an {© 


The Cadence with a reſt, is when the finger that ſhould 
ſhake the Cadence, tops a little before it ſhakes, on te 
note immediately above that which requires the Cadence. 
The Cadence without a reſt is when that ſtop is omitted = 
 Traite de la Vil, 8 1 

Thete are alſo ſimple and double Cadences ; the double | 
ones again are various, the more double are thoſe mae 
after a long ſtop, the leſs double thoſe after a ſhort one. 
The Cadences are all to be accommodated to the cha- 


Traliar word ſignifying a piece of muſic that begins at the =: 


end, being a retrograde motion from the end of a ſong, ait. w 
or tune to the beginning, See IMITAT rox, CANON 


Fu G HA, Sc. 


CANON, a Greek term. See RE G OLA and Mo do 7 ; 
-CHORD: = 
Canon, is a n or method of determining the inter 
vals of notes, See INTERYAL. | 5 
Petolemy re jecting the Ar iſtorenian way of meaſuring the 8 
intervals of muſic by the magnitude of a tone, (which we 
 luppoied to be formed by the difference between a Diapentt 
and a Diatefſeron ;) thought that the muſical intervals coul . 
be diſtinguiſned according to the ratios or proportions, whici "8 f 
the ſounds terminating thoſe intervals bear to one anothe, 


when conſidercd according to their 2 5 of gravity and . 


cutenc 


. 
ITS 


WES 


OY 
by . : 

yould 
Thich = 
tHe”, 8 


nd 1 


DT bes 
- ONS 


© therein differs from Canone Chinſs. 


2 but tl 


l 1 unleſs the word ſeconds for the ſecond, or viii na, for the 
tene | ; | DM EO 


CAN 10 


5 eutencſe ; which before Ari/foxenus was the old Pythagorian 


He therefore made the Diapaſon conſiſt in a double 


katio of 2: 1; the Diapente in a ſeſqui-alteral 3: 2 ; the Dia- 


. 
oo 
4 8 
JIE. 


*Z .claron in a ſeſqui-tertian 4: 33 and the tone itſelf in a ſeſqui- 
=> Octave of 9: 8, and all the other intervals according to the 
» proportions of the ſounds that terminate them. net 


W herefore taking the Canon (as it is called) for a deter- 


minate line of length, he ſhews how this line is to be cut 
EZ accordingly, ſo as it may repreſent the reſpective intervals, 
XZ :nd this method anſwers to experiment in the different 
lengths of muſical chords. See Chokpb, Modoc Hook 
and Music. | 


Canon, ſays Zarlin, was anciently certain marks or 


1 4 characters, placed at the head of perpetual figures, or pieces 
5 1 in Conſeguenza, to advertiſe in What manner luch pieces 
were to be ſung, called Cancn, as being rules and directions 


for performing the parts. 


CAN ON is alſo a ſhort compoſition of two or more 


E 3 parts, in which one leads, and the other follows. 


CANON E Chiufs, or Canone in Corpo, is a perpetual 


XZ ſfugue writ upon one line, with ſome marks to ſhew When 
the parts that imitate are to begin and end. 3 


CANON E partito, or viſaluto, alled by the Lat ins 


WM 7eſoletic, is when all the parts of a perpetual fugue are 
wit either in partitions, or different lines, or in feparate 
parts, with the proper pauſes that cach is to obſerve, and 


CANTA TA, a ſong or compoſition, intermixed with 


Þ$ cecitatives, little airs and different motions, and merely in- 
ended for a ſingle voice with a thorough baſs, though fore- 
; 7 <1mes for two violins and other inftruments, When the 
words or ſubjects are intended for the church it is called 

XZ Cantate morali o ſpiritiali: but when on love, Cantata ams- 
9 5 4 roſe, ec. 5 . a | | 


If the words are well adapted to the muſic, it | bas 


23 iomething in it very agreeable, and generally feems to 
MDT 1 "TR. PM | , . 
daa by its varieties, confiſting of grave 1 and airs in- 
ermmed; fill uſed in Jah, then in 

—__pld tou. — 
. CANTI LENA are no more than ſongs, and ſigni- 
bes in 8 W 
ANT Os the treble, or at leaſt the higheſt part of a 


rance, Whence it 


CANTICUM. See Mor E To. 


q 


eral pieces of melody well compoſed. 


"1 


When it is marked with a C it is the upper baſs : 


ie word Canto more properly ſignifies the firſt treble, 


5 * F 
piece. 
WAY 


Lt 2 3 


13 

iy 

i 
| 
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ee 
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treble of the grand chorus, be added. See Sr cox po and = 


RIPIEN0O. 


CAN r o rmcertante is the treble of the principal con. 
certing parts ; this part generally plays and ſings throughouw 
But being the choſen voices or inſtruments they ſometime: 


reſt during the chorus. 


CAN TO erm, is what we call the plain ſong, ſuch 3 
was Pope Gregory's church muſic, The Italians call ñ 
every part, whether plain or figured, that 'S the ſub ect 0 8. 
any counterpoint, a Canto ferms. 1 


CanrT.o feurats, lignifies a compoſition wherein the 
parts differ 2 one another! in their aan and mor: ons, 
and is the contrary of Canto fermo. 

CANTO ripieno, is the treble of the grand chorus, 
cr that part that plays or ſings in the grand chorus only. 


CAN TO jimplice, is the ſame as Cant Ten. - 


CanTo Fermo, and CHANT. 
CANTORE. Se CnranrToR. : „5000 

CAN T U, the treble or higheſt part in a concert. See | 

TREBLE. 


CA NZONE, in general fignifies a ſong, where; 1 
fome litde fugues are introduced, but it is ſometimes ufd ” 
for a {ort of Italian poem uſually pretty long, to which mu- 8 


fic may be compoſed in the {tile of a Cantata. See CAN. 


TATA. If the word Canzone be added to a piece of 1 


inſtrumental muſic, it fignifies much the ſame as Sonata; 


to a piece of vocal much the fame as Cantata. f 
placed in any part of a Sonata, it ſignifies much the ſame 8c 
as Allegro, and only denotes that the part to which it s Þ 


prefixed i is to play or ſing in a brisk and lively manner. 

C ANZONET TA, a little ſhort ſong. The Con. 1 
zmette Neaßolitane have two ſtrains, each whereof is ſuns 
twice over, as the Vaudevilles of the French The Ca. 


ZLoneite Siciliane are a ſpecies of jigg, the meaſure whereo! is 
uſually or 4, ſometimes both are 0 and begin "=, 
with tho "firſt {rain to end. | =. 


CAPELLA is properly led A chapel. But the J 


Jans uſe the word for a company of muſicians aſſembled to- | p 
gether to ſing, or play a concert, or piece of muſic of ma- . 
ny parts. From this when we meet with da Capella, we 8 


muſt underſtand that all the parts are to play together. 


Which makes what we call the grand chorus, or tutti ur » 
. font ; and from this they lay 9 ah At Copella, for 4 a 25 
maſter of muſio. 
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— 3 The ſong to be ſung thus, has commonly this fon F, 
n- 1 and marked alla breve, the time is generally beaten by the | 
u. breve and quick, unleſs ears SITINY by {ome other term, as 
e: I ente, A. agi, 8 
XZ CAPO, is to ſay head or chief, as Capo di Weener the 
ch maflar or head of the inſtruments, being the perfons whoſe 
care is to inſtruct and direct thoſe that perform the inſtru- 
of mental part of a concert. 
= 0 AP R ICE TT O- is 4 diminutive of Copy icio. which 
the x | 
ns, "6 APRIC IO means Cassie the term is nien to 
eerta ain pieces, wherein the compoſer gives 4 loofe to his 
Us, fancy, and not being confined either to particular meaſures | 
por keys, runs divifions according to his mind, without any 
Se Apremiditation; this is alſo called | Phantafia. See PHANTA- 
A and PRELUDp E. 
| # CAPRICIOSO, intimates the WER to be in a ca- 
Sce 1 ricious irregular Manner, as if without any aim or de- 
igen. SeeCaPRICIO, 
en 7 "CA R T A, or Car, or Cart, are uſed by the Italians tos 
ſed 2 76 or folio, as Car. ba. the ſixth | page, Cart. 4a, Oc. 
nu— LL Ay CAST A NET 8s, Caftagnettes, or Caftaneitas, a kind 
. t muſical inſtrument of the pulſatile kind, whercwith 
or the Ioors, Spaniards and Bohemians accompany their dances, 
ta; 3 and Guittars, ſerving only to direct the time. 
It It conſiſts of ewo little round pieces of wood dried and hol- 
ame : owed in the manner of a ſpoon, the concavities whereof are 
t is 3 one on another faſtened to the thumb, and beat from 
b Time to time with the middle finger to direct their moti- 
an- pn and cadences, "They may be beat eight or nine times in 
ung he ſpace of a meaſure, or ſecond of a minute. : 
a CAT ACOUSTIC ERS, called alſo Cataphonics, the 
His I cience of reflected ſounds, or that part of Acouſlics or Phe- 
een Pes which conſider the property of ſounds and ecchoes, Sce 
_ Bovxy and Pronice. 
Ha- I | | CATTIVO, bad, unfit, as Cattivo tempo, is 2 certain 
to- at or time of the meaſure, whereon it is not proper to per- 
ma- 1 prm certain things as to end a cadence, Or [place a long, ſyl- 
We F Able, We | 
her, 1 I be reaſon why this i is called Tempo di Cattiva, or the 
171 I F part of the meaſure, is becauſe here you may let paſs a 
or a cord without any great offence ; it properly G2nities what 


"We call the unaccented part of the bar, and is the ſecond. 
23 Wd laſt note thereof in common time, and the middle one of 
* Nery thige in triple. See BuoNo and Acc ENT. 
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6 a 
CAUDA. See Cora and VIRGULA, 


CAUDATUS. SePuncrvs Cavnartus, 
CELER progreſſus. Sce SUPPOSITION, 


 CHACONE, or Chacande, a kind of dance in the 7 | 
air of a Saraband, derived from the Moors. The baff 


always conſiſts of four notes, which proceed in conjoint de. 


grces, whereon they make divers concords and copulets with 4 


the fame burden. See BAss and BUR DEN. 


The word is formed of the [talian ciacona of cecone 1 3 
blind man, tus air being laid to have been invented 5 


ſuch a one. 


C HAMA DE, a certain beat of Tin or found «of 
Trumpet, which is given to the enemy as a ſignal to inform 


them of ſome ſort of propoſition to be made to the com 


mander, either to capitulate, or to have leave to Dy. their 


dead, make a truce, or the like, 


The word is derived by Menage from the chiamats of j 


clamare,t1 cry aut, 


' CHANT, is uſed for vocal _ in churches. Ih = 
eccleſiaſtical hiſtoy we find mention made of many kinn 
of Chant, or ſony, the firſt is the Ambrofian Chant, which 
2 eſtabliſhed by St mb aſe Biſhop of Milan, and was 
Giltinguiſhcd from the Roman in that it was ſtronger and 8 

higher. 8 


"The next is the Gregorian Chant, n 0 by Pope Gr 


gory the great, wl eſtablithed ſchools of chantors, and car: l 55 


rected the church muſic or ſong. This is what hae is called 


the Roman Chant, and is ſtill retained in churches under ti! 
name of plain fong, for in this the choir and people fing n 
_ uniſon, or altogether in the fame manner, Sec Ca x 10 
FERMO, =» 


CHAN I 3 perſon who ſings in | the choir of 3 
cathedral, 


St Gr 80 geſt inſtituted the office of Chantarts : and e. 5 8 
rected them into a body called Schala Cantornm x ; though A 7 
ſtaſius ſeerns to attribute their riſe to. dope lam who liv 1 


an hundred years beſore Gregory. 


This is grown an obſelete word, inflead of which nw 


now ſay choriſter, or ſinging man. 


CHARACTERS, certain marks, ſigns or notes, when: " 


by ſomething: is conveyed to the mind. 


| CyuaRAcCTERs uſed in muſic, and of muſical Notts ol 
with their Foren, are as follows, TE 1 
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= 5 E A Minim 45 


I 


rarer 


CHA 
— Character of a Large 
— A Long IS 


a A Bre 
O A Semibreve i 


A Semiquaver, or | : 


A Dami-Semiuavr or 


| Charatters of de A! tificial Notes, 


1 * Character of a \ ſharp. note. This character at the 


$eginaing of a line or hace, denotes that all the notes in that 


9 line or ſpace, are to be taken a ſemi-tone higher than in the 


atural ſeries; and the ſame affects all the octaves above 


- And be! ow, though not marked, 


When this mark is prefixed to any l note, it 


g 9 ews. that note alone, to be taken a ſemitone higher than it 
© Pould be without ſuch character. 


S Character of a flat note. This character is the 


Fon trary to the other above, that is, a ſemi-tone lower, 


When prefixed to any particular note, it ſhews that note 


0 0 0 to be taken a ſemi- tone lower than it otherwiſe would 


E Character of a natural note, where in a line or ferie: 


4 ot artificial notes marked at the beginning either b or 45 
"8 ve. 


TRIPLE, 


24 CHA 
the natural note happens to be my it is denoted. by d 
character. | | - 

Characters of the Fened Clif, 


£ Chara: of the treble Clif, 5 


| 0 ; | .. "= 
; | | . 3 N 
; < ' . N EEE. 
an The mean Cliff. : = 
OP? : : 4 p ; . * | ; ; . 4 55 EP 
The bak Cliff. | 1 = 
CEE: I 2M 2 


2 or ? or ; Characters of common tuple time ; ſignily. fe 1 
ing the meaſure of two crotchets to be equal to two notes, 6 | 
whereo! four make a ſemibreve. 1 


AE ITY 


= 4F Characters that diſtinguiſh the movements * 
—4 common time. The firſt implying tow, | A 3 
the ſecond quick, and the third very quick. 
EY 4 2 2 3 3) Characters of ſimple triple time; ; whoſe | 
Meaſure | is equal to three ſemibreves, or to three minims, Se. 1 b 
9. or 4 or 4 Characters of mixed triple time, where th: 3 | 
meaſure is equal to fix crotchets, or {ix quavers. i f © | 
or f or & or? or 2 Characters of compound triple time. = 
"Y 5 T's - of, '2 of , Characters of a fourth ſpec! * 


of triple time, called alſo the meaſure of twelve times. dee = 
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CHELIS. *e Viol, EEE | 3 # 
„ N cents YE 


CHO 25 
= cu AVE. or Ci, a term or character vſcd in mu- 
rc. See CI EFT and CHARACTER, 


== of a ſong. See KEV and CLEFF, 
"x CHIESA, a mark ſet to muſic to. "tiſlingeith that 
= deſigned for churches, from that deligned for chambers or pri- 
vate concerts, as Sonata di Chieſa, is a ſonata fer the church. 


CHITARIS. See CyTHARA and VIOL. 


CHITTARRA is the Italian word for a Guitar r. 


see Gui rTARR. | 

X CHIT TARRONE, See Trronso. 

X CHIUDEN DO, is the participle of the verb PIE. 

to end, finiſh, or conchads 3 as Chiudendo col Ritorne/lv, col' 
Faria, ſignify to end with a Ritornelly, or ſome paſſage 
©, 2M which has been before ung. in {ome ob: of the piece. dec 

I RiroRNELLO. 
Clos. See CN. 


*X whoſe vibrations the ſenſation of ſound is excited; and 
by whoſe diviſions, the ſeveral degrees of tunt are determined. 
dee Tung and SouND. 


me. ments are ordinarily made of guts. 


2 4 
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pinets, S. 


feebler ſound than thoſe of brafs, as being both lefs heavy, 
and leſs duftile, 
Mr Perrault obferve, that of late they have invented a 


: : way of changing the Chords, to render their ſounds more 
ſtrong without altering the tone. 


The fixth Chord of Baſs-Viols, and the tench of large 
Theorbo Lutes, conſiſt of fifty threads or guts; there are 
b ſome of them an hundred feet long, | twiſted and poliined 
with h Eguiſetum or r horſe- tail. 


For the $rifon of Chords, ſo as to conſtitute any giver 
interval, the rules are as follows, - 


l 


Y zany concord for 3 a fifth (01 or any other interval) 


with the whole mm | 


Cuiave Maeſtro, ſignifies the fundamental key or note 


1 ' CHORDS, or Cos bps, are ſtrings or line: by 


= Some ſay they are called Cords or | Chords "HY the 
8 bree Nod, a name given by the Phyſicians to the in- 

MW ceftines, in regard that the ſtrings of ſome muſical inſtru- 
Others are made of braſs or iron wire, a3 Harghichords | 


138 of gold wire in Wend would yield 1 und 
4 almoſt twice as ſtrong as thoſe of braſs; and thoſe or ſteel, a 


To ale. ſuch a-part of a Chird A B, 28 ; ſhall conſtitute 


Divide 


—— — — 


7 CHO 
Divide the line A B, into as many parts as the greateſ 
number of the interval has u units, e. K. the fifth being 4 3 


V 


The Line is divided into three parts: of theſe I take: : 
many as tle leſſer number, e. g. 2 =AC; AC is the pat 
ſought ; that is two lines, who lengths are to each other a; - 
A B to A C, make a fifth. | 
__ Henceif it be 9 to find ſeveral ifffrent lions of = 
the line A B, e. g. ſuch as ſhall be octave, fifth, or third 
greater, IT reduce he given ratios 1: 2, 2: 4 and 4:5to 2} 
one fundamental, the ſeries becomes 30: 24, 2 15. the 3 
fundamental is 30 ; and the ſections ſought are 24 the third CL 
greater; 20 the fifth; and 15 the octavre. 1 
To find ſeveral ſections of a line A B, that from the leaf Dp 
part, gradually to the whole, ſhall contain a given ſerics of S 
intervals, in any given order, viz. fo as the leaſt to the nex' 8 
greater contain a third greater; that to the next Ws 
hſth ; and that to the whole an Wurde. . 
Reduce the three ratios 4 5, 2 5 and 1: 2 to one 
ſeries: hence we have 8: 10; 15 05 
Divide the line into the number of 58 of the greateſt ex- 
tream of the ſeries, VIZ. 305 we have : the ſections — a 


the eine 8 2» 


rae Serra eager That, 
n 1 rr 4 25 8 8 
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1 5 . ws m—P e = 
_ of diviſion, "fone! ing the ** ot als of the ſeries, 918. 
at the points C, D, and E; ſo as A C to AD, is a third = 
A D to A E, a {408 to 'A B an oftave. © = 
10 divid ie a line, 3 B, mtO wo parts, tO contain bety vx "i, 
them any interval, e. g. a fourth. 
Ad together the Somers containing the ratio ey the in- 
terval, e. g. 3.: 4, and divide the lire into as many part: 
as the lam, e. g. 7: the point of diviſion anfwering to an 


3 


of the given numbers, v. 2.%. or 75 gives the thing ſough! = 


n 1 
* þ þ : Ys Las 5 5 5 55 . o 
! 4 7 5 1 k 
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For the barmon'cal diviſion of Cor ds. 
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T o find two ſections of a line which, with the whole, ſha)! 
ein harmonical proportion with regard to their quantity. 

Take any three numbers in n —— a 
346 and divide the whole line into as many parts 


- PLAY "- - 


SO.” 
1 


FE 


wt 


** 


'þ uf exhibit all the original concords, | 
garts C B into equal parts a at e b. and again "he parts  C D in- 


the greateſt of theſe dren TT Bag viz, ©; and at the points 
of diviſion anſwering the two other numbers, v. g. 3 and 
you have the ſection ſoughr. 
3 o find two, ſections of a line, which together with the 
whole, ſhall be harmonical, with reſpect to quantity, or tune. 
Take any three numbers concord with each other, v. g. 
2: 3 and 8; and divide the line by the greateſt; the 
points of diviſion anſwering the other two give the Caen 


ſought. | 
Jo divide a Chard, A B, in the moſt 1 manner, ſo ax 


to See A C Þ D 8 


— nh — 
parts at E: Here A C to 7 B is an octave; A C to A D a 


fiſh; A D to A B, a fourth; A C to A E, a third; AE 
to A D. a third; DCA E to E B, a ſixth. A E to AB 


a ſixth. See MONOCHORD : dee alſo es E, CoNcoRD, 
HARMONY, (Fc. - | IE Cl 
Chird is alſo uſed in muſic for the note or tone to be 
touched, or founded; in which ſenſe it is applicable to all 
the inte rvals of Wie See CoN cORD. | 
Tn this ſenſe, the fifth is faid to conſiſt of five 2 Chords, oi 


= Sound. See Flrr R. SeealoFourThH, 


# " ORO favorite, See FAVORITO. 

Cnonο ſpe: zt, accoiding to 207, a compoſition 
of 2, 3, Ur 4 Chery 25. See 2 Hok Us. | 
2 HORUS 8, is when at certain periods of a ſong, the 
hole company are 10 Join the finger mm repeating certain 
copulets or verſes. 

The word (gare, or bora, is often met with inſtead of 
Tutti or da Cappella, which mean the grand Chorus, ” > 1 
a tre @ qu artro chert. is for two three or  tvur Charuj 
When aſter the word Chorus we ow primo or 1? We Sr) 
ane lend that it is to be played in the firſt Chorus, if 2d 


+ 


118” or fjeconds, in the ſecond; W. conſe N chat the 


Wy con pohtion is for e ight voices or di ferent Arts. 


.CHRESTS is a Greet term. See Usus. 

CHROM A is a term fignif wing Na dur or orn ament, 
which the {ations take from the rect to name a note oc 
character of time by us called a Quaver. Sce CHARAC“ 


ER and QUAvEeR, And when the word Semi is added 


tNeretn, It means our Semiquaver thus E. Eight of the 


E 2 


lor me, 


% 222 = IT — 
* 


28 0 


ſormer are contained in a bar, and fixteen of the latter n 
common time, See Fusa, alſo n Noxy. 
PLA and TRIPLE, | F 
CHRoMA, a graceful way of ſinging or Playing with 
uavers and 'I'rilloes, 
 CROMATICI fur. SeeSvont. rs 
 _CHROMATIC, in the ancient muſic, the ſe. 
cond of the Genera or Kinds, into which the confonant n. 
tervals were ſubdivided into their concinnous parts. See Gb. 
NUs. 'The other two kinds are the Enharmonic⸗ and 
the Diatonick ; which: ſee. = 
The Chromatic abounds in Semitones; it had it's name, 
by reaſon the Greeks mark'd it with the character of colour, 
which they call get, or, as P. Parran fays, becauſe it 
is the medium between the other two, as colour i is between 
black and white; or becauſe the Chromatic kind varies arg 
embelliſhss the Diatenic by it's Semitones, which have the ſame = 
effect in muſic, as the variety of colours have in paintinz, a 
Tue degrees, or as Ariſtotle calls em the elements, of the 
Chromatic Genus, are the two Semitones and Triemitoniun 2 
And its ſounds ſtand in the following order, 8 9 
men's, Hypate Hypaton, Parhypate Hypatm, Lychanos Ha- 
ton Chromatice, Hypate MHaſon, Parypate Moeſen, Lychanos Me., 
Chramatice, Mieſon, trite Synemmenon, paranete Spnemmenty © 1 
Chromatige, nete Synemmenon, Parameſe, trite Diezeugmenn, 1 
haraucte Diezeugmenon Chromatice, nete Diezeugmenon, tri'; 
Hh perbelcon, par anete Eper bean C bromatice, and nete th en 
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CP TH divides the Chromatic (Cons, into three ſpecie:; 
the Molle, Hemolim, and Tonicum. TOE; into Molle or An. 
bigiumn, and lutenſum. Th 4 | 70 

The Mille expreſſes a progreſii on by mal! RT Y the 5 

Latenſum by greater, See SPECIES and Genus, Tv 
Spartans baniſhed it their city becauſe of its ſoftneſs. "IF 
Mr Malcalm obſerves, that we are at a loſs to knov 
what uſe the antients could make of theſe diviſions, and 0 
diviſions into Genera and Species; all acknowledge the Die. wt 
tronic to be the true melody. The others ſeem only nun: 4 
rous irregularities calculated to pleaſe the fancy by their n0- 
velty and oddneſs; and are beſides fo difficult, that few, it any 


are laid to have e Practices them accurately, See Moor. WO 
M. Ma leb * þ Pp a 


<4, * 


. ² A es ne en, NPs eras 
- 
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" A as 10 


—= Mr 1al:olm herein ſays the Diatonzc is the true melody, but 
i ic plain we cannot do without the accidental flats and 


IX ſharps which belong to the Chromatic Genus ; hence it appears 


5 
4 * wo * 
75 7 
525 


tuat he ſpeaks ſomething too ſlightly of a part which is the only 
ornament or cauſe of that vaſt variety of airs in the modern 
muſic, though we have not near the varieties of either of 


nem. 


CIACONA, a Chaczon or Tune compoſed to a 


edund bale, See CHACONE |» 3 
XZ CI{FFRA, a cypher; thus the Vtalians name the figures 
hich they uſe over the baſs notes in thorough baſſes, to 
1 Ah nark the accords which are to be made 28 accompanyments 
dio thoſe on the lines. See thorough Bass, Sk 


"X CIRCOLO, this character CO is called by this 
dame as is O ſometimes; both of which we often kad 
after the cliff in old muſic for triple time, or tempo perjetto. 
ee Tin x and TRIPLE. | 


Cincolo Mezzo, is à diminution of four quavers or fc- 


» 1iquavers, or notes of equal value, which repreſent a ſemi- 
 F&:rcle proceeding by conjoint degrees as thus, 1 


pere are two Cireoli mexzi, the one aſcending the other de- 


CIRCONCURRENTE Conduccmnents: See UsUs, 


4 CLARICHORD, or Manichord, a muſical inſtrument 


the form of a Spinet. See Spinner. 


it has 49 or 50 ſtops, and 70 ſtrings, which bear on 5 


Fridges, the firſt whereof is higheſt, and the reſt diminiſhed. 
proportion; ſome of the ſtrings are in uniſon, their nun- 
er being greater than that of the ſtops 

T bere are ſeveral little mortaiſes for paſſing the jacks, 
2 © med with little braſs hooks, which ſtop and raiſe the 
Words, inſtead of feathers uſed in Virginals and Spinets. But 
ö ; * hat diſtinguiſhes them moſt, 18, that the chords are covered 
ich pieces of cloth, which renders the found ſwecter, and 
ens it fo that it cannot be heard at any conſiderable 
glance; hence ſome call it the dumb Spinet; whence it 
cs to be particularly uſed among the nuns, who learn to 


and are unwilling to diſturb the dormitory, 


$50 
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he Clarichord is more ancient tian either Spinet or Harp- 
_ gs, | 
s * 


24 

* 
s 1 
f e 
J 7 20% 1 

- 4 * 


as is obſerved by Scaliger, who gives it only 33 


CLa RING. 


— re 7 een 


CLI 
CEA R IN O, «Trumpet, a doi Clarini, for two Trum. 
pets. See TRUMPET or CORNET. 9 

CLARION, a kind of Trumpet, whoſe tube is ner. 
rower, and its tone thriller than that of the common Trum. 
pet. =» 
Nicod favs the Clarion is now uſed among the Moors. ane |} 
the Portugueſe who borrowed it from the Maæors; it ſer t 
anciently for a treble to ſeveral Trumpets that ended teu Me 
and baſs. See TRUMPET... 2 
He adds, it was only uſed among the cavalry, and 1 marine, 
| AMenage derives the word from the Italian, Clarion, of th: ® 
Latin, Clarus, by reaſon of the clearneſs of its found. * 
CLAVECIMBAL O, grave Gubalum. See 881. 
NET or HarPSICORD, | 4 
CLAVISandCraves. Sce Cuiave and Cut 
CLAUSU.LA.:- See, CADENCE, 1 8 
CLEFF, Cliff, or Key, a mark ſet at the ping . 
the lines of a ſong, which ſhews the tone, or key, in uu 
the piece is to begin; or, it is a letter marked on any in 
which explains, and gives name to all the reſt. See " = 
Antiently every line had a letter marked for a Clef, n o 
a letter on one line ſuffices, ſince by this all the reſt 
known ; reckoning up and down in the order of the les 
Ik is called Clef or Key, becauſe hereby we know t' 
names of all the other lines, and ſpaces ; and ye 0 | 
The” quantity of every degree or "interval. But bes. 
every note in the octave is called a key, though in anoth IJ 
ſenſe, this letter marked is called in a particular mani 
the ſigned Clef; becauſe being written in any line, it A 
only ſigns and marks that one, but explains ail the oth-1s. 
By Cleff therefore, for diſtinctions ſake, we mean . 
letter marked or ſigned on a line which explains the ves, -Y 
and by key, the principal note of a ſong, in which the mo 
| lody cloſes. = 
"There are three ſigned C ff, „ N E. the Clip of 4 * 
Higheſt part in a ſong called treble or alt, is g on the 
cond, ſometimes alſo upon the firſt, likewiſe on the | * 
line, counting upwards. The Cuff of the baſs, or 4 * 
part, is /, generally on the fourth line upwards ; often 
 tecond, third and fifth: For all the other mean parts ; bf '3 
Cf c, ſometimes on one, and ſometimes on anothe: 1: == 
indeed ſome that are really mean parts, are frequent“ 
with the Clef” g. See TREBIE, Tenor, BAss, G 4 
lt muſt however be obſerved, that the ordinary ſip: ! 
of the Cleffs bear little reſemblance to thoſe ett 
Mr Malcolm thinks it would be well, if we uſed 2 let, 
themſe 
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L. 4 fy 31 
p 4 memſelves. Kepler takes a world of pains, to ſhew that the 
F X .ommon ſignatures of the CG leffs are only corruptions of the 
'- Wetters they repreſent. See their figures in characters of 
76 W muſic. 5 5 | 
XZ The Cle are always taken fitths to one another, that 
, the Cleff f is the loweſt, c a fifth above it, and g a 


e th above . 


* 


e When the Clef is changed, which is not frequent in tbe 
nean Clef, 'tis with defign to make the ſyſtem comprehend 
e, e many of the notes of the ſong as poſſible, and f to have 
„ne fewer notes above and below it, If then there be many 
ines above the Clef, and few below it, this purpoſe is an- 


wered by placing the Clef on the firſt or ſecond line; if 
there be many notes below the Cie., it is placed higher in 
tte ſyſtem, In effect, according to the relation of the other 
votes to the Clef note, the particular ſyſtem is taken diffe- 
5 — 4] ently in the ſcale ; the Clef line making one in all the va- 
icties. See SCALE, But ſtill in whatſoever line of the 
a, Particular ſyſtem the Cleſf is found, it muſt be underſtood 


x Y $ #4 5 
# 


1 eme individual note or found in the ſcale. 


nes are unifons, and which not; for 'tis not to be ſuppoſed 
an 


S | 85 o 


Mc parts of a compoſition, written ſeparately, the notes of 


e ch part muſt be placed at the ſame diſtance above and be- 


e the proper Clef, as they ſtand in the ſeparate ſyſtein; 


e een becauſe all the notes that are conſonant (or heard to- 


2 N 
bed. > 
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tber) muſt ſtand perpendicularly over each other, that 


+ * 


7 
8 


0) "© votes belonging to each part, may be diſtinctly known, 
| he = I 217 ax * | 3 0 1 Oy" 1. 1 | 
dee e may be made with ſuch differences as ſhall not con- 


Paund or alter their fignification as to time; but only ſhew 


RP the parts change and paſs through one another ; 
5 which in every note is higeſt, loweſt or uniſon. 

lde uſe of particular ſigned Cieſſ then is an improve. 
et with reſpect to the parts of any compoſition; for 
of . leſs ſome of the keys in the particular ſyſtems were difſ- 
ace ih] from the reſt, and refer'd invariably to one place 


3 IM cle Kale, the relations could not be diſtinctiy mazked, 


J belong to the fame in the general ſyſtem, and to be the 


hy this conſtant relation of Clef, we learn how to com- 
are the ſeveral particular ſyſtems of the ſeveral parts; and 
now how they communicate in the ſcale, that is, which 


, hat each part has certain particular bounds, within which 
00 en another muſt never come: Sometimes the treble v. g. 


omes lower than ſome of the mean parts, or even with 
t e de baſs. To put together therefore into one ſyſtem all 


et they belong to this or that part Thus ſpall we fas 


It 
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CEARINO, a Trumpet, a dei Clarim, for two Trum. 
pets. See TRUMPET or CokNET, 1 
CLARION, a kind of Trumpet, whoſe tube is ner. 
rower, and its tone ſhriller than that of the common Trum. 0 
pet. 5 
Nicod fays the Clarion is now / uſed among the Moors, an 
the Portugueſe who borrowed it trom the Moors ; it sers 1 5 
anciently for a treble to ſeveral Trumpets that ſounded tend 1 
and baſs, See TRUMPET... = | 
le adds, it was only uſed among the cavalry, and marines * 
Al. nage derives the word from the Halan, Clarion, of thc | 1 
Latm, Clarus, by reaſon of the clearneſs of its ſound. — 
CLAVECIMBAL O, grave SO. See 8 
NBT or HARPSICORD, _ = 
CLAVIS and CLAvES. Sce CuIAvE and Cres: . 
CLAUSULA, : See Abzug,. 1 
CLEPFF, Clf, or Key, a mark ſet at the deine „ 
the lines of a ſong, which ſhews the tone, or key, in wh) 
the piece is to begin; or, it is a letter marked on any in, 
which explains, and gives name to all the reſt. See Kr L = 4 
Antiently every line had a letter marked for a Cl: fn ij - 9 
2 letter on one line ſuffices, ſince by this all the reſt 
known; reckoning b and down in the order of the let 
It is called Cleff o! Key, becauſe hereby we know t' 
names of all the other lines, and ſpaces; and e ON n 
the quantity of every degree or interval. wa 
every note in the octa ve is called a key , though in 
ſenſe, this letter marked is called in a particular man! 
the ſigned Cle; becauſe being written in any line, it 
only ſigns and marks that one, but explains ail the others. 
By Cleff therefore, for dif nctions fake, we mean E . 
letter marked or ſigned on a line which explains the 1 
and by key, the principal note of a long, in which the - i 1 ; 
lody cloſes, | =. 
"There are three ſigned C lf, 6 f, g, the c leff of of 
higheſt part in a ſong called treble or alt, is g on the! 
cond, ſometimes alſo upon the firſt, likewiſe on the 
line, counting upwards, The cu of the baſs, or lose 
part, is /, generally on the fourth line upwards; n © an 
 tecond, third and fifth: For all the other mean part "MW; 
C/eff c, ſometimes on one, and ſometimes on another !': 
indeed ſome that are really mean parts, are frequent!” 
with the Clef g. See TREBLE, TENOR, BAss, . 
It muſt 3 be obſerved, that the ordinary ſig © | i 
of the Clefs bear little reſemb lance to thoſe ett“ 
| Mr Moles im thinks it would be 8 5 if we uſed 57 4 | 
em le. 
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emſelves. Kepler takes a world of pains, to ſhew that the 

WT. ommon fignatures of the Ci are only corruptions of the 
„ Wictters they repreſent. dee their figures in characters of 
% The Clef5 are always taken fitths to one another, that 
nc , the CF F is the lowelt, ca fifth above it, and g x 


Wh above . 


nean Clef, 'tis with deſign to make the ſyſtem comprehend 
: many of che notes of the ſong as poſſible, and fo to have 
ne fewer notes above and below it, If then there be many 

Hines above the Clef, and few below it, this purpoſe is an- 


there be many notes below the Clef, it is placed higher in 
te ſyſtem. In effect, according to the relation of the other 
* Fotes to the Clef note, the particular ſyſtem is taken diffe- 


-, "Fenty in the ſcale; the Clef line making one in all the va- 
D = 


Picties. See SCALE, But ſtill in whatſoever line of the 
7, particular fyſtem the Cle is found, it mutt be underſtood 


ame individual note or found in the ſcale, 


Buy this conſtant relation of Claq, we learn how to com- 
> Fa the ſeveral particular ſyſtems of the ſeveral parts; and 
now how they communicate in the ſcale, that is, which 
Pines are uniſons, and which not; for *tis not to be ſuppoſed 
pat each part has certain particular bounds, within which 

Qt 4 


pomes lower than ſome of the mean parts, or even with 


t oeh e baſs. To put together therefore into one ſyſtem all 
15. Me parts of a compoſition, written ſeparately, the notes of 
mee Ich part muſt be placed at the ſame diſtance above and be- 


"I the proper Clef, as they ſtand in the ſeparate ſyſtein; 


id becauſe all the notes that are conſonant (or heard to- 


= notes belonging to each part, may be diſtinctly known, 
ey may be made with ſuch differences as ſhall not con- 
Paund or alter their fignification as to time; bat only ſhew 


the parts change and paſs through one another; 
e == d which in every note is higeſt, loweit or unifon. _ 
ne aſe of particular figned Cieſ then is an improve. 
| |. with reſpect to the parts of any compoſition ; for 

_ 6 ſome of the keys in the particular ſyſtems were diſ- 
een from the feſt, and reſer'd invariably to one place 
-—" OF} << ſcale, is relations could not be diſtinctiy mabked, 


When the Cle is changed, which is not frequent in the 


wered by placing the CF on the firſt or ſecond line; if 


"Fo belong to the fame in the general ſyſtem, and to be the 


9 4 n another muſt never come: Sometimes. the treble v. fo 


ber) muſt ſtand perpendicularly over each other, that 


Wat they belong to this or that part: Thus ſhall we ſec - 


It 


It muſt be here obſerved, that for the performance cf ons | 3 T 
ſingle piece, the Cl only ſerve for explaining the intervals in IJ 
the lines and ſpaces ; ſo that we need not regard what part | 3 1 
of any greater ſy ſtem it is; but the firft note may be take, 
high or low, as we pleaſe : for as the proper uſe of tte 
ſcale is not to limit the abſolute degree of tune, ſo th 
proper uſe of the ſigned Clef is not to limit the pitch + 23 
which the firſt note "of any piece is to be taken; but © 2 I 
1 my terminate the tune of the reſt, with relation to the füt, 
8 and conſidering all the parts together, to determine the re. 
lation of the ſeveral notes, by the relation of their CU m 
in the ſcale. Thus the pitch of tune being determined in 3 a 


* — ” . 
— —— DD. oe <a te 


. | a certain note of one part, the other notes of that par 
in are determined by the conſtant relation of the letters « | | 

13.8 the ſcale, and the notes of the other parts, by the rear = 

1 of their Cleffs.. LE To 7 ; 

160! In elſect, for performing any ſingle part, the Clef mal 

1 be taken in any octave, i. e. at any note of the ſame name, 

100 provided we do not go too high or too low, for finding te 

1 | reſt of the notes of the ſong: But in a concert of fever:|! 

r parts all the Ch muſt be taken, not only in the Kate 2 

/ 34: 8 but alſo in the places of the ſyſtem abovementioned, uk 

Il every part may be comprehended in it. 7 1 

1748 The difference of "ff in partieular ſyſtems makes t 

| {1 Practice of muſic much more difficult and perplexed tha 

1408 tit otherwiſe would be, both with reſpect to inſtrumens“ 3 

19098 and to the voice, This occaſioned Mr Salmon to propoſe 4 . 

TRE method of reducing all muſic to one Cleff, whereby +8 *8 
1 Tame writing of any piece of muſic, ſhould equally ferv? 3 | 
wh to direct the voice and the inſtrument, which he calls 1 
| univerſal character; but this is by moſt authors looked on a 
1 | chimerical, The natural and artificial note expreſſed by tt, ' 

| | _—_ fame letter as c and © A, are both ſct on the ſame b 1 

| or ſpace. 3 © 
qi When there is no character of flat or r ſharp at the 4 

| [| 3 geinning with the Clef}, all the notes are natural : * 
14 in any particular place, the artificial note be required, WT: 

1 1H ſignified by the ſign of h or 4, ſet on the line or oY E 

1 ö before that note, If the flat or ſharp be ſet at the beg 1 

I. ning in any line or ſpace with the Clef, all the notes 

itt that line are artificial ones; that is, are to be cakes 1 

| 


Wee. mitone higher or lower than they would be without My 3 ee 
4 
: 


1 nian; the fame affects all the octaves above and bel. 
a though they be not ſo marked. In the courle of thc i Wir 
— che natural note be ſometimes required, tis ſignified by ; 3 * 


P r 008 He n 


7 The marking the ſyſtems thus by the flats and ſharps, 
; Nu Malcolm calls . ſignature of Ce. See Nor E, 
ITonz, TRANSPOSITION, FLAT, and SHARP, 


= The 7 fa ut Cie. 1 is thus marked E being only proper 
x | for the baſs or lower . 


(0 Y # The C my fo ut 9 Hi 3 and is peculiar to the inner 


s 'B Jer middle parts, as tenor or counter tenor. 


man 


1 Lor higheſt part. 956 PAR 1, Tin» LE, Tiuon and Ba 7 


1 ry * B quadro or natural thus 


XZ CLEINE alt poſaune. See TRoM BON E or SACK BUT, 

de CLOSE. See CaDENCE. 

on. 
tha = tvovc, two or three meaſures to end with, after having re- 


.. peated them ſeveral times, and this the Tali iaus call Coda, 
, t berves only to end the piece, which, without * might de 


carried on to infinity. 
Co o 4, in ancient compoſ tions is when one part con- 
tiaues on a found which is it's cadence, while the others 
: proceed to modulate for 4, 5, 6,-—8, or more bars. 

= COLORATO Contrepuate, tee F IGURA 1 * 
CouxrERTOTNT. 

2 COLORAT URA, is a term applied by ite Balla 
B bo all variations, trillos, diminutions, &c, that can render 
: a ſong agreeable. See each in it's in 4 . VARIA: 
Arto, DIxINVT ION, c. 
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une. Sce Music. 
Tue Comma is about the tenth part of a tone. 


1 54 e major and minor. 


cory of muſic, to ſhew the juſtneſs of the concords; for 
I» Yin practice the diviſion is drowned and loit; each leſſer 
one ordinarily contains ten Commas, | 


"i 4 | „„ 5 E e | Lancelot 


COM 29. 


L The G 2 re ut tC uf thus =) and belongs ro the treble 


The B fa is thus diſtinguiſhed 8. The B mi or iharp 


CODA, Tail, we often find at the end of a canon or 


= COME Svpra, ſignifies as above, or that pa rt over again, | 
which words are uſed when any foregoing part is to be 


* ——U— —— A 2 —— ———— 


COMMA, is the ſmalleſt of all the ſenſible intervals of 


Mr Sauveur lays a Comma is the difference between a 
It is ſeldom uſed except in che 


. ˙ w ²˙ Q ̃²˙ i ⅛vlil os 190 = * — * 
* e * — ht pn coua 7 Spore ena Ae 


- _— * 


— 


Lancelot divides the tone inte nine Commas, ſo that 16. 
cording to him a Comma is the ninth part of a tone. 

The nroportion of the greater Comma in numbers is 80: 87 
that of rhe ſmaller is 2025 to 2048. See Tons. © 

COMMON Time is the fame as duple or double time, 


See 11ME. 
COMMUNE accord; nz to Gaudentint 4 philoſopher, 


2 


* by l 
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| s one of the modes of the ancients, otherwiſe called the 
{ 41 h pedlor ian. See Hy popokfc. | vn 
| "8 COMPIETA, a fort of pſalm or hymn uſed in the 8 
r church ſervice of the Roman Catholic. 9 
11 COMPONISTA, is properly a compoſer of an; 
1448 thing, but here it more particularly means a compoſe 1 4 
1197 ſongs, meſody or harmony, See CoMposiT ro 

14 © To Combaſe, or make any piece of muſic, tune, air 2% 
179 ſong, either vocal or instrumental, and to ſet any words || 1 
111. on any ſubject to muſic. "= 
6 W BE COM POSITION, is the art of Aol mull M 
|! 1, — fag into airs, ſongs, Os. either in one or more parts, to 
| 10 | be fung by a voice „ Or played on inttruments. dee Music, - 
| bt And. Gon G. | z 5 
1 Zarlin defines it the art of joining and enibinig con- 
ANT cords and difcords together, which are the matter of mu. 8 
i Under Compoſition are comprehended the rules / of _ "4 F 
FE body, or the art of making a ſingle part, that is contrivinz 2 
hl; and diſpoſing the ſimple founds fo as that their ſucceſſion 20 
1478 progreffion may be agreeable to the ear. See MeLony, # 
Wh 24h. Of Harmony, or the art of diſpoſing and concerting 
r ſeveral fingle parts together fo as that they make one agree. 
Wh | able whole. See HAR MON 1. | = 
„ It may here be obſerved, that melody being chiefly the 
11 balinch of the imagination, the rules of its compoſition ſerve 2 
TH only to preſcribe certain limits to it, beyond which th! 


imagination, in ſearching out the variety and beauty of an 


M ought not to go. But harmony being the work of ti: 
WL! judgment, it's rules are more certain and extenſive, 
Iff b more difficult in practice, In the variety and elegancy 
b ö | the melody the invention labours a great deal more than th. 
11 l judgment, fo. that method has little olace; - this mul! 11 
1111 | be underſtood that the judgment is diſcarded, for g00d melo uy $ 
i requires a true obſervation of harmony: A perſon indeed 
iN | skilled in muſie may make a piece of melody, which by mes 8 
þ | | chance may be good, but a perſon of good judgment canns 3 
1 


olten err. In harmony, the invention has not fo muci = 


1 XJ uo, for the compoſition is conducted. from a nice obſervat te 


CON 35 


bf the miles of harmony, which muſt yet in ſome ſort be affiited 
= by the mag, 8 


and | [anon Yo 


g | 'COMPOSTO, means TE IRE TY or double as 3 
gtteenth is an oftave doubled, or an oftave is compounded 
1 of a fifth and a fourth, See Oc r AVE, FirTH and 


bovnru. 


0 1 Con Diligenza, with care diligently. 
rde? Cox Diſcretione, with judgment or deſcretion. | 
"On £4 ſenza Hiolini, with and without Viol! ins. This 
_ ohraſe | is uſed when there ah Wine parts of a piece to be ſung 
„ with, and ſome without Violins, | 
26 Co 7 ſenta Aromenti, with and withour inſt 4 
Cod furia, in a very quick and ſtrong manner, 
on- Con Ofervante 2, with care, to play a viece of muſic 
1 at, end exactly as tis marked without adding or diminiſhing, 
14: = CONCERT. See Concer To, Musfc and Ca MER A. 
vin CONCERTATO, intimates the piece to be com- 
an poſed in ſuch a manner as that all the parts may have their 
= W recitoes, be it for two, three, four or more voices or in- 
tin; firuments z lo they fay Meſja or efje cenceriate, Sam con- 
-ree. certati, for one, two, chree, c. voices, c. 
CONCERT ANT E, fienifes th os parts of a picce of 
tho muſie chat fing or play throughout the whole picce, either 
ſerre YG alone or accompan: 0d, to diftinguiſh thoſe parts that play 
\ the now and then in particular places, : 
£115 CONCERT O, or Coucert, pen a conſort, a 
F dr 3 number or company of can playing or ſinging tlie 
„ame piece of muſic or ſong at the ſame time. 
*S ** 1 he word Concert may be applied where the muſic is 


be CON is an Italian word hgnifying with, and 15 joined 
"W viten with other words, as 


Cox Aﬀetto, See AFFETTUOs0, 
Con Hixgzarria. See BIZZTARRO. 


2 1 Cod Dolce manera, in a ſoft and ſweet manner. 


1. only melody, that 1s, the performers all in uniſon ; but it 
ais more properly as well as more uſually underfibod of har- 
19/18 mony, or where the muſic conſiſts of divers parts, as tre- 

— * tenor and baſs, Sc, der Mrropy, Harmony and 
ART. 


A Concerto for any udien PI Organ,  Harp'"- 


7 chord, Violin, Fc. is a piece of wulic wherein either of 


+ theſe inſtruments has the greateſt part, or in which the e per- 


| formance ; is partly one, and partly accompanied by the 
other bart. 


1 I Cox 


wr" ry; „% „„ - . 
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of pleaſure, or as by their mixture and combination wi: Rc 


always agreeable to the car; whether applied in  ſucceſſy 2 


| ſounds make an agreeable compound in conſonance, the ſan: 
will always be pfeaſing in ſucceſſion, or will follow each vt 


that have diſpleaſing effects. Sec DiscoR D. 


CON 
In CoxncftrTo, is almoſt the fame FE Conceriany, £1 
which fee. MW 
Concer To Grofſi, the eraind chorus of a concert, ,, 
thoſe places where all the ſeveral Parts perform or play F 
ccgether. 

CON CINNOUS Peteruals : diſcords are diſtingui! he; 
in Concinnaus and in Inconcinnetis intervals; the Conciny „ # 
intervals are ſuch as are fit for muſic, next to and in com- 
bination with concords, being neither very agreeable 9 
diſagreeable in themſelves, but having a good effect as h, 
their oppoſition they heighten the more eſſential princps M.. 


them they produce a variety aa to Our being bet tte 
pleaſed. See HARMON v. | . 
The other diſcords that are never uſed in nde ae RK 
called Jiconcinnous. See DiscoRD and PROPPORTIOx. 1 
Syſtems are alſo divided in Concinnous and Incontinnms,  &: 
a iy em is faid to be Concinnous or concinnouſly divide, 
when the parts thereof confidered as ſimple interval, 
arc Concinucus, and are beſides placed in ſuch an ore; 
between the extreams, that the ſucceſſion of ſounds fruy Rt 
one extream to another may have an agreeable effect. Sd: Je. 
SysrEm., Where the fimple intervals are Inconcinins d Wi 
i diſpoſed between the extreams, the item is ſaid to bt L. 
Inconcinnous. 1 
CONCLUS 10. See Ca DbENCE, Buoxo, N p: 
CONCORD, is the relation of two ſounds that 22 


are conſonance. See SounD. = 

if two ficaple ſounds be in ſuch a relation; « or | have i ch 
a difference of tune, as that being ſounded together, de Ei. 
make a mixture, or compound found, which affects the cr WF 
with pleaſure, that relation 1s called Concord, and whatever 


other agreeably. See TUN RE. = 
The reverſe of Concords are what we e call diſcords, whic) Wt 
is a denomination of all the relations or difterences of tune = 


Concord and harmony are in effect the ſame thing, tog“ 
cuſtom has applied them differently. As Concord expreſs 85 
the agreeable effect of two ſounds in conſonance, fo hit- | * 


mony expreſſes the agreement of a greater number of on ao 


in conſonance: Add, that harmony always implics con: = ; 
nance, but Concord 1 18 ſometimes applied d to ſucceſſion; whence 'S 
| | 174 1 


N 3 — 
5 Rs 1 { 
SENS. + 5 * 


>; 
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Moree ; but an interval being a difference of tune, or a re- 


i | tion of inequality between two ſounds, becomes a Concord" 


FRE 
( 


diſcord, according to the circumſtances of that particular 


1 ation. Indeed ſome reſtrain Concerd to intervals, and 
mee x difference of tune eſſential thereto; but this is pre- 
Jarious. Mir. Malcs/m thinks, that as the word implies 
© Bcvrcement, tis applicable to uniſons in the firſt degree. 
%%% e 
is not ealy to aſſign the reaſon or foundation of 


TConcordance. The differences of tune, we have already 


hich! 


tune 12 the following diviſions thereof will be all Concord with 


01 e whole, T. . 2 255 
N 5 * , 5 N | 
8 "Fn iſhing character between Concords and diſcords muſt be 


7 18 - * 1 ; CE * 5 ; 
ound Po abſtractedly in themſelves, but as expreſſing theſe num- 


* 3M 
' IN, x5 
ono 


9 9 Now unifons are in the firſt degree of Concord, or have 
Ae maſt perfect likeneſs or agreement of tune, and there- 


„ 
1 


obſerved, take their riſe from the different proportions of the 

Vibrations of the ſonorous Bodies, i. 2. the velocity of thoſe 

„ $& i>rations in their recourſes; the frequenter thoſe recourſes 
ge, the more acute the tune, and vice verſa, See GRAVITY. 


But the eſſential difference between Concord and diſcord 


es deeper; there does not appear any natural aptitude in 
m be two ſounds of a Concord to determine it to give a pleaſing 
: Fcoſation, more than in the two ſounds of a diſcord, The 
; ZWifterent effects are merely arbitrary and muſt be reſolved 


no tlie divine good PLEASURES. 

Wie know, by experience, what proportions and relations 
"©: tune afford pleaſure, and what not; and we know alſo 
Wow to expreſs the differences of it, by the proportions of 
Punibers. We know what it is that pleaſes us, though we 


9 
© 7 


Pon't know why. We know 2. g. that the ratio of 1: 2 
eonſtitutes Concord, and 6: 7 a diſcord ; but on what ori- 
„e nal grounds agreeable or diſagreeable ideas are connected 
ir ith thoſe relations, and the proper influence of the one 
e n the other, is above our reach. % 
But, by experience, we know that the following ratios 
4 f the lengths of chords are all Concord, viz. 2:1, 2:2, 


A "2 5 ½ 0:5," 5 3. 8 5 3 that is, take any chord for * 
Pndamental which ſhall be repreſented by the number 1, 


. ſo that the diſtin- 


F-oked for in theſe numbers expreſſing the intervals of ſounds ; 


Pers of vibrations, 


fore 


hat Dr Holder, and ſome other writes, uſe the word 
FE. -:fonance for what we call Concord. See Cox so ANB. 

bn cnance, then, being the relation of equality between 
„ e cine of two ſounds, all uniſops are Concerds in the firſt 
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- whoſe acuteſt term is greater than 
this principal * will be preferable to 4 5, we 9 . 
equal in the number of vibrations of the acuter tem, “ 


is an advantage on of the fundamental i == 


dence being fo rare, though there are 


38 CON 
fore have ſomething in them acceflary to that agreeme, 


which is found leſs or more in every Concord, but 4: 


cord implies a difference of tune they may not bo Proper 
called. 


% 


fore *tis not in the equality and inequality of the tum 
that this agreement lies. 


Further, if we conſider the number of vibration. 
of the two chords coincide or commence together as fre: 


the frequency of which coincidence, or united mixty;: 
the motion of the two chords, and of the undula 


the air occaſhioned thereby, it is that the 8 of £ 


Concords and diſcord muſt be ſought 

Now the nearer the vibration” of two ſtriners 3p pra 
to à coincidence as frequent 25 poſſible, the he 
ſhould approach the condition and conſequently th: 


take the natural ſeries 4 * 3, 1. 
number to the next, as expreſling the number of 


in the ſame time of two chords whoſe lengths are 3 


procally as thoſe numbers, the rule will be found exact 
1: 2, is beſt, then 2: 3, after 6 is inſufferable; 


agreenble behdes thoſe found in the continued order 


* 
49 "og 


3:5, 5:8, which with the preceding five are all the c 23: 


coiding intervals within or leſs than an octave, or 1 


the {ule 


ratio 3: 5, where the coincidence is made at every third 


ce the vibrations of each fundamental are equa!. yet 
the ratio 5: 6, the coincidence is at every {ixth vib at 


" 


to which rule they are diſpoſed in the order of the % 
ing table, in which the names of the Concerds in pry l 


the ratio of the length of thei: 


their vibrations, t 


azad the number of doincidences in the fame time 


expreſſed, 


5 1 
tha; 
$116 


in any given time, by two chords of equal tune 0), f 
principle laid down they are equal, and therefore the vibrat 


other ratios | cs | 


"Tis not true that the nearer two ſounds c 1 AF 
A) equality of tune the more agreement they have ; ++. 


ly as poſſible ; that is, they coincide at every ane 1 - 


if) - BY” 
© i ov . 
. 
5 


ment of uniſons, which agrees with experience, ort 
55 6, and con pare erf 


half the f funch menta 0 2 


| braten of the fundamental, and every fifth of ent, 
term; ſo alſo the ratio 5: 8, is leſs perfect than 6; of 2 


of the acute term, and only at every eighth in the other ca | 3 
Thus we have a rule for judging of the oreferenc 7 
Concords from the coincidence of their vibrations ; gπ 
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= | Fourth, 4th. 


TT” Joffe a leſſer 8 


The Table of Concerds: 


Natiss or Vibrationt. Coiuc idenci. 


1 Grave, Acute 


Terms. 


Octave, Bve 
Fiſth, sth 


„ 


Third greater, 3dgreater 5 


Sixth greater, th greater 5: 
Third leſſer, 3d lefler n 


rens 
to 
1 2 


Gs Acute 
Lengths, 


Though the onder be ſettled by reaſon, yet it is con- 


a 2 4 I ned by the ear. On this bottom Concords muſt ſtiil be 
, Pore perfect, as they have the greater number of coinci- 
fences with regard to the number of the vibrations ot both 
"Words ; and where: the coincidences are equal, the preference 
ill fall on that interval, whoſe acuteſt term has feweſt 
"= Wibextions 3 in each coincidenes ; which rule however, is in ſome 
es contrary to gg and 7 tis the 1 rule 
need. | 
F. Mer ſenne, dud, ind after him Karben gives us ano- 
: I ter ſtandard for ſettling the comparative perfection, With 
Fe: to the en of the cxtreams in tune: And * tis 


wy ] 83 


The perception of 1 fay they; is . but 


: ? the comparing of two or more different motions, which at 
— BY ſame: time affect the auditory nerve; now we cannot 
wake a certain judgment of confonance till the air be a 

Nodten ſtruck in the ſame time by two chords, as there are 
I anits in each number expreſſing the ratio of that concord, 


i” 


"LF © £5 »e can't perceive a fifth, till two vibrations of the 
| chord and three of the other are accompuln'd together; 


One 
7e 


which chords are in length as 3 to 2; The rule then ie, 
that thoſe concords are the moſt ſimple and agreeable, which 


_ generated in the leaſt time, and thole on the contrary 
1 3 the molt compound and harin, which are generated in the 


geſt 13 | 


22 Po. 


CUR. I 


2 2. — 9” ——— — — 7% , . 
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45 con 
«© For inſtance, let 1, 2, 33 be the length of three chor de, _ 
1: 2, is an Octave, 2: 3, is a fifth, and 1: 3, an octave 1 
and fifth compounded, or a twelfth : The vibration: · = 
chords being reciprocally as their lengths, the chord 2 wi! 
* vibrate once while the chord 1 vibrates twice, and the; 
* exiſts an oQtave ; but the twelfth does not yet exift, becay{ d 
the chord 3 has not vibrated once, nor the chord 1, thrice. 
Which is neceſſary to form a tweltth, 1 or 
Again, for generating a fifth, the chord 2 muſt vid: rat; 
c thriee ind the chord 3 twice, in which time the cho“ 
© will have vibrated fix times; and thus the oQtave will de ple 
© thrice produced, while the twelfth is only twice produced, © are 
« the chord 2 uniting it's vibrations ſooner with the chord. eat 
* than with the chord 3, and they being ſooner conſonan: C: 
© than the chord 1 or 2 with that 3. nat 
Whence that author obſerves, many of the myſteries « " 
harmony relating to the performance of harmonious inter. cor 
vals, and their ſucceſſion, is eaſily deduced. | IF fb 
But this rule by examining it by the ather inan cor 
Mr Malcolm has ſhewn defective, as it does not anſwe as 
in all poſitions of the intervals, with reſpect to each other, 
but a certain order wherein they are to be taken being . 
quired, and there being no rule with reſpe& to the order Sin 
that will make this ſtandard anſwer to experience in eve; ö 
_ caſe; ſo that at laſt we are left to determine the degyce 5 
of concord by experience, and the ear. 14 
Not but that the degrees of concord depend moch on te 3 
more or leſs frequent uniting the vibrations; and the ear? f 
being more or leis uniformly moved, as above; for that | = 
this mixture or union of motion, is the true principle, on, ect 
at leaſt, the chief ingredient in Concord, is evident; bu: 2 ea. 
| becauſe there ſcems to be ſomething further in the prop. imp 
tion of the two motions, neceſſary to be known, in ord: | gren 
to fix a catholick rule for determining all the degrees | 5 
Concord, agreeable to fenſ: and experience, 5  þ 
The reſult of the whole doctrine is ſummed 1p in thi decr 
4ifinition: Concord is the reſult of a frequent union or col. 3 115 
cidence of the vibrations of two ſonorous bodies, and 1 V 


A 


— 


conſequei ice, the undulating motion of the air, which beim, lef; 
cauſed by the vibrations, are like and proportional to them mut 
which coincidence, the more frequent it is, with regai! 0 Z : 1 
the number of vibrations of both bodies, performed at th: four 
tame time, ceteris paribus, the more perfect is that Canem RB (ove 
til! the rarity of the coincidence, in reſpe& to one or bo lore 


the m 1 cemmence diſcords. See ſome of the remarkab be 
1 5 
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CON 3 41 
vnomena of found accounted for from this theory, under 
15 word UN TfsoN. See alſo INTERVAL. 

| Concords are divided i into fimple or original, and compound. 

A ſimple or original Concord is chat whoſe extreams arc 
at 4 diſtance leſs chan the ſum of any two other Concords, 

On the contrary, a compound Concord | 35 equal to two 
or more ſimple Concords. 

Other muſical writers ſtate the divifion thus an Octave 1:2 
and all the other inferior Concerds above expreſſed, are ſim- 
ple or original Concords : And all greater than an oQave, 
are called compound Concirds; as being compoſed of, and 
equal to the ſam of one or more octaves, and ſome ſimple 
Concord leſs than an octave, and uſually in practice denomi- 
nated from that ſimple Carcerd. 

As to the compolition and relations of the e Con- | 


| | | x cords, by applying to them the rules of the addition and 
fſubſtraction of intervals, they will be divided into ſimple an- 


E compound, according to the. firſt and more general notion; 


5 6a 30 leg sh (C34 fr & 30 les 
45 a 3d gr th leſs ry s I, leſs of 
© 3; 4A 4th wn gr 4th & 30 gr 


as in ns following _ 


"= Simpl C oncords. chu C ancerde, „ Ocade compoſed, 


2 5th and 4¹ h 
ber 2d lef5 or 3d gr 
7 34 e os 4th, 


The oQave is not only the firſt 05 ancord in point of per- 


\ fection, the degrees of whoſe extremities are greateſt and 
ncareſt to uniſon, infomuch that when founded tore ther, tis 
| Impoſſible to perceive two different ſounds ; but 'tis alſo the 
Ercateſt interval of the ſeven original Concerts ; and as ſuch 
contains all the leſs, which derive their ſweetneſs from it 
as they arrive more or leſs out of it directly; and hie! * 
„ cecreate gradually from the octave to the leſſer fixth, Wia! 
has but a imall degree of Concord. Sec Oc r Avr. 


What is very remarkable, is the manner wherein thela 


1 jels Concords are found in the octa ve, Which ſhes their 
„mutual dependencies, 


The octave by mediate divillon reſolves itſelf inte 


Wo fourth and a fifth; the fifth again by immediate diviſion, fe- 
49 S$ lolves itſelf into the two thirds ; the two thirds are there 
a fore found by diviſion though not by nedlate divifion 3 and 
bee the fame is true of the: two ſixths, Thus do all the orie na! 


py , : * 


— 
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Wn Cencarde”; ariſe out of the diviſion of the octave. the Kitt 


T 00 N 
and fourth mediately and directly, the thirds and . im. 


mediately, 
From the perfection of the octave ariſes this remarkable 


property, that it may be doubled, and yet ſtill prefer, 'Y 


Concord, that is the ſum of two or more octaves are Concord, 
though the more compound will be gradually leſs agrecab)- 


but it is not ſo with any other Concord leſs than Stave, the 3 


double, Sc. whereof are all diſcords. 


Again, what ever ſound is Concord to one extreme « I; 


the octave is Concord to the other alſo; and if we add any 5 
other {imple Concord to an octave, It agrees to both its e. 
tremes, to the neareſt extreme it is a ſimple Concord, to the i 


fartheſt a compound one. 
Another thing obſervable in this ſy ſtem of Concordi, i; 


that the greateſt number of e of the fundame nt! 


„ 
"i ee. 75 I 
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cannot exceed five; or that there is no Concord wherein the 


fundamental makes more than five vibrations, to one coinci. | 7 


dence with the acute term. It may be added, that this pro. 


greſs of Concerds may be carried on to greater degrees 1k 
compoſition, even in e ee. but the more compound th © 
leſs agreeable. So a fingle octave is better than a double 
cone, and that than a triple one; and fo of the fifths an! ja 
other Concords ; three or tour octaves is the greateſt length FX | 


we go in ordinary praQtice ; the old ſcales went but two, 


TnirD, Foukru, Fir TR, Sc. 


CONDUCIMENTO Rerro, Rir ron- 4 


NA NTE; CiRCONCURRENTE, See USU - © 

CON JOIN T degr es, are two notes which i imme- 
Ain :ely follow each other in the order of the ſcale, as uf 
and re. See SCALE. 

CONToOINT tetrachords, are two retractiords or fourth: 
where the ſume chord is the tigheit of one and loweſ of the 
other, See CHorDand Fou RT. 

CONSEGUENTE, Conſeguenxa, or in Conſequences 
2 part of a ſugue or canon is ſaid to be inconſegut næa when it 
folloves the firſt part called the guide, OR its motion, 
notes and figures. See Fu duk. 

CON S 0 NANCE: s ordinatily uſed in "the fame 
ſenſe with concord, vis. for the union or agreement of ts 


ſounds produced at the fame time, the one grave, the 0- 


ther acute; Which mingling in the air in a certain proper: 


tion occaſion an e agreeable to the car. dee < Con- 
CORD. 1 


rk Jr Ehider on this 9 defines conſonance. &. A par 


* oy, oe of. {ey 'Cral wee lounds Wirough the medium 15 
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no voice or inſtrument will go agrecably above four, Se = 


are 
not 


cone 


eith 


the 
C 
Wh 
0 
drat 
Cor 
0 
1 
Jay 


. 
L 


+ 


n ah, ne 5 age ge a 5 l 
+1, oh ht K > 4 7 £ . 


. 
J , #44 y + — 0 
8 + » 4 > e oe, ak 
I a 5 ” N - . n 5 1 82 "04 * 
. * 2 7 % ͤ— We e 
7 2 PWW . „ 2 | 
„% „ ORE NCT 4 


TOR) 


EE 4c £08 28 cg © 5 . 
e ST 


* AAP — 68 <4 ooo Ga = —— — 


CON - 4 
« quently intermixing and uniting in the undulated motion, 

« cauſed by the well proportioned commenſurate vibrations 
« of the ſonorous bodies, "ng conſequently ariſing ſweet 
« and pleaſant to the ear; as on the contrary diſonance, 
he maintains, to ariſe from diſproportionate motions of 
« ſounds not mixing, but jarring and claſhing as they pals, 
« and arriving at the ear grating and offtentive,” Which 


notion of Conſonance quacrates exactly with what we have al- 


ready laid own for a concord : Accordingly moſt authors con- 
tou: 1d the two together; ; though lome of the more accurate 
diſtinguiſn them, making Conſmance to be what the word 
implies, a mere ſounding of two notes together, or in the 


game time; in contradiction to the motion of thoſe Ds 


in {ucceſhon, or one after the other. 

In effect, the two notions coincide; for two notes thus 
layed in Conſonance conſtitute concord; and two notes thai 
leaſe the ear in Conſonance, will picaſe it in ſucceſſion, Sre- 
SUCCESSION. J. DES BY 

Notes in Conſenance conſtitute harmony, as notes in ſuc- 
ceſſion melody, See Har NON. Mf rob v. dec at 
Tu E. | | 
In the popular ſenſe. Conſoances are either firm; 1 or com- 
pound; the moſt perfect Con, 24nce is uniſon ; chough many 
authors, both among the ancients and moderns, diſcard it from 
the number of Conſonances, as conceiving 88 an 
agreeable mixture of different iounds, grave and acute, an 
not a repetition of the fame ſound, Sce Unrson., 

The firſt C onſonance i is the octave, then the fifths, the ſourths, 
the thirds and t1xths : the reſt are multuples or repe etitlons 4 | 
thele. See CONCORD, | 5 


CONSON ANS cope, Cale 2 lata, and Con 


P 
r 
2 


ſenans guivagans. See SYNCOPE, 


CONSONANT E, a word by . the Jralians mean 
concords ; or thoſe intervals which afford pleaſure, be they 
her perfect, as the fourth, fifth and eighth, or imper fect, as 

ne third, ſixth, c. See Ocrave, Se. 

"CONSON AN Z A, the ſame with Consoxa NT Fy 


W. nich ſee. 


CONS © N I Freud, what Caudentius (: ays of C Jonſon; qua- 


: wates with what has been ſaid of concord. dee Sox i and 


ConcoRD. 
CONSORT. See one CERT, 


CON Spirito. See SPIRIT039, with lie and hort, 
80 be &c, | 


CONSTITUTIO. gee \ Mops and SY5T EM. 
4 OL CON: 


—— ———— ̃ — 5 - 


cauſe originally the notes were only points placed one 5, 
or over another. 


Of many part: 


44 CON 


CON TINUATO, ſignifies, eſpecially in vocal muſic, 
to contiuue or hold on a ſound in an equal ſtrength or man. 
ner, or to continue a movement in an equal degree of time 


all the way. 


CON TIN ED Baſs, the ſame as thorough Baſs, 0 


called, becauſe it goes quite through the compohtion, "Cos Ba ss, 


Con'r INUED Thorough B. 5, is that which continues 


to play con antly „both during the recitatives, and to luft; rf 
the chorus. 


See CHORUS, 

CON TINUO, ſignifies the thorough Baſs, as Baſſe cc; 
tim is the continual or thorough Baſs, which 18 ne 
marked in muſic books by the letters B C. which ſee. 


Conti bo, is a ſpecies of harmony or mode mentioned 
by Jule 


0 Follux, and which, ſays Zarlin, anſwers to the per> 
eech burden of our Bag- pipes, which now and then mult | 
[RLURIOUS, 5 

CONTINUI « duni. See SUoNO. CE 

CONTINUEUY 8, 105 us continitus & generalis, the ſame 
with BH continue, or B C | 

CONTRA. See Cox TRA T EN OR, and AL To. 4 

CONTRALT O, or 0 entra le, means the Haut cen. 


ire, winch tee. 


The Italians uſe al term -with ad; to Das 5, „ an 
contra iti, for two Haut contres, becauſe they play contrary 0 
rach other. See HAUT CON TRE and TEN OA. 


CONTRAPUNTIST A, any perfon that makes Wl i 


compoſes counterpoints, is thus called. 


CONTR APUNTO, (counter point, thus called; 


ral 1 
See CouNTERPOIN T. : 

In n general, every harmonious compoſition, or compoſir 10 

„is called Counter point. 

different nt "compoſed upon a given ſubject, taken from 


church miuſic, is particularly called, in J talian, Sogetta di can. 
trapunti. 
| ſubject, 
made to it, are called Contrapunt: infra, or Sorte il ſi; gerte. 


When the Tenor or any upper part is given 5 a 
"Us called Scgetto ſopra, and the Baſs or lower p 


The ſutject is ordinarily in the Bafs, and each note contzi: 


= bar of common duple time, or half a meaſure comme: 
of four times; and the compoſition made to this fubjeRt 15 
termed Cortrapunts fopra il fogetts. 


When a compoſition 1 is made off. hand to A a ſubjett, Either 
above or beiow, tis called Contrapunctum extemporanens! ; 


and . en the notes are placed one againſt another, note for 


tis called Contrapunte fimplice; but when the notes 0! 
$i « ſud; ect and Counterpoint are of different figure and value, 
| | _ Counter Fett 
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Wt point then is called by the Italians, Compoſt, Coterato, 
= 7Zvrids, Diminuto, SC. See each in it's place, Again if it's 

tes are not ſyncoped, tis called Contrapunto ciolto. dee 
cio ro; but if on the contrary, the notes thereof be 
& 2 or tied, tis called Contrapunts legato. & LEGATO. 

F fegues or imitations are introduced, Contrapumto ſugats: 


LL Again, if it be ſo compoſed that it may move above or below 


18 ſubject an eighth, tenth, twelfth, ce. which makes great. 
variety of harmonies, "tis Riled Contrapano doppin. See Dop- 


dee COUNTERPOINT. | | 
ConTRAPUNTO Legato, or Syncepato. Ser SyNcoPE. 


1233 * ks 3 EE TE e wo 5 
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three terms, wherein the difference between the firſt and ſe- 
cond is to the ſecond, as s che chird to the firſt. See PRO- 
3 POR TIN. 

= CONT RAR IO, contrary, as moto or mnviments con- 
X :-3ri:, a contrary motion. See Moo and Fu dA. 
== CONTRA Toners ts the Counter Te ener. See I NOR. 
| and COUNTER DTEXOR. 


K dof. pt 
. 
Fans N 1 V 


ind PAUSE. 


{>rited by thoſe letters. 


© ancients in their wars. See Music. 
* P/igetius informs us that the legions had J rumpets, Cornets, 


Wo ſigns regard, not the ſoldiers; that is, when the enſign was to 


= enſign, the Trumpets alone were ſounded : That Cornets 
a = * nd Buccinæ founded a retreat; and Cornet and Trumnecs 


ung the courſe. of the Battle, See BUCCINE® and 


aeg . 


= 
n {fame with our Haut-boy, though not blown with a reed, but 


„ In the manner of a Trumpet. See HauT-rov. 

E 0 ORONA or Coronata, is a ſemicircle C, inverted thus, 
2 [5 | with a point A. When this mark is found in all th parts 
„ BE ſong, it denotes a general ſilence for the length of a bar, or 
þ that the performers may end if they pleaſe ; but af it be placed 
02 iv the laſt note of one part of tue ſoug o only, it intimate 
3 


that 


510. Beſides theſe there are an infinite number of oth! IS. 


CONTRA harmonical proportien, is that relation of 


CONVEN [EN 7 ar mare Sipmm See PoinT 
2-1 CORD. See Cu oRD. Beſide which it has 2 a more ge- 
EZ ncal fignification ; for we uſe it very often for note, ſound, - 


tone; as by the chord A or B, we mean the ſou! nds repre- 


COKNET. a Horn, 2 aca? lnfrument uſed by the 
and Buccine ; that when the Cornets founded only, the en- 


3 march alone, without the ſoldiers, the Corner alone was founded 
2 on the contrary, when the ſoldiers were to move with the 


TW CORNETT IN 0. is (nal Cornet E and is nearly the 


ä 1 CO 


that the note over which *tis SY is to be held out *ti!! the .= .. 
other parts conclude : Lis alſo uſed in fugues or canons t 1 ge 
mark Where all the parts may ſtop, when they have a min} a. you 


"= end. 1 i 3 8 1 
'CORPO, or in Corps, See Nori and Gain 4 


CORR ENTE, a fort of quick running French dance, 8 
Ser COURANT. mn 

COSTUME, a Or aft. tons, 'Tis by the Lat mA + 
called meres, See Usus. E 

COUNTER Fugue, is when fugues proceed « Ccontrar, 
to cach other, See FUGUE. OS 

COUNTERPART, the Baſs is faid to be a Cane. BR 
part to the treble. See Tani; TxxoR and Bass, . 
CQUNTERPOTN'T, che art of compoting harme. 
ny, or diſpoling and concerting ſeveral parts 10 ap 
that they wake an agreeable whole, See CoMPpo: 111 
and HARMON x. | = 
Counter poi uit is divided into ſimple and ficurative; acre cab iy in 5 1 
to che diviſion of harmony, into the harmony of concords ad 
that of diſcords. See ConcoRD, 35 1 
1 erpoint took it's name bence, when * muſic in par; Rl. 

was firſt introduced, their harmony being ſo funple, they 1 bp 
No nates of different time, and marked their conſonances "2 
points {ct againſt each other; hence in regard of the 2qua)iy BY 
Ot the notes of timo, the parts“ were made concord in cν bY 
note, W 9725 befor 25 John de MHurs * the mean "= 
notes. | : 1 
This after 80 became denoraina! ed pl ain and: Jane . 
Cunterpaint, to diſtinguiſh it from another kind, Wπ] 
notes of different value were uſed, and diſcords as well i: 
concords might be brought in between the parts, which they | = 
Call feurative Counterpeint. 3 

Simple Counterpoint, or the harmony of concords, con — Is 

the imperfect as well as perfect concords, and may |» | = 
thereforn denominated perſect or imperfect, according as ; tte 3 
concords are, whereof it is compoſed; Thus the harmon! 2g, 
ariſing from” a conjunction of any note with it's fifth and KR, A 
octave, is perfect ; but with its third and fixth ene . 
notwithſtanding this the compoſition is perfect, *tis the Per 
cular concords enly that are called imperlect. 

Now to diſpoſe the concords, or the natural notes ar 
mei r octaves in any key in a ſimple Cotenter point, oble 1 7 
with regard to = Alſtinction into perfect or imperfect ham Fuba 
nu, this general rule, viz. To the key to the fourth, ad © | _ ni 
the Aſth, Perfect harmony muſt be joined; to the ſec ent 
third and ſeventh, an imgerfect harmony is indiſpenſible 2 


7 2 
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be 5xth either « perfect or imperfect harmony, But when 
i keep the key, an imperfect harmony is given the ſixth, 

In the compoſition of two parts, obſerve, that though 2 
=? third appears only in the treble, or the tourth and the fifth, 


t the perfect harmony of the fifth is always ſuppoſed, and 


"Te 
£ 


EZ mill be ſupplied in the acrompaniments of the thorough bals 


- 
8 
; 


dio thoſe fundamental notes. : | 
More particularly, in compoſition of two parts, the rules 
ö 7 are; that the key may have either it's oftaye, or fifth, or third; 
e fourth and fifth may have either their reſpective thirds, 
kths, or octave; the ſecond, ſixth, the third and ſeventh may 
have their reſpective thirds or ſixths; and the laſt on many 
" Roccafhions may have it's falls fifth as a paſſing note, Which, 
Fr ules hold the fame in flat and ſharp keys. he 
Por the rules of Count erpoint, with regard to the ſucceſſor 
po concords, it muſt be obſerved, that, as much as can be, the 


75 
4) % 
* A 


parts may proceed by a contrary motion, 7. -. the baſs may 
 Fdcicend where the treble aſcends, and vice verse: The parts 


moving either upwards or downwards the ſame way; two 


—Bothves or two fifths never follow one another immediately ; 
tuo ſixths never ſucceed each other immediately. Whenever 
the oCtave or fifth is to be made uſe of the parts muſt proceed 
by a contrary motion, except the treble move to ſuch an 
aectave or fifth gradually, If in 2 ſharp key the baſs deſcend 
' —Weredually from tne fifth to the fourth, the laſt in that caſe, 
muſt never have it's proper harmony applied to it, but the 
gnnotes that were harmony in the preceeding fifth, muſt be con- 
inued on the fourth; thirds and fifths may follow one ano- 


ther as often as one has a mind. 


Pigurat ive Counterpornt is of two kinds, in one diſcords 
are introduced occaſionally a5 paſting notes, ſerving only as 


cord bears a chief part in the harmony. See DISc ORD. 
For the firſt, nothing but concords are to be uſed in the ac- 
cented parts of the meaſure, 1. e. not by the gradual progret- 

on, but by proper preparation and reſolution diftords are 
N Aablolutel) neceſſary; in the unaccented parts diſcords may paſs 
uithout any offence to the ear. This is called by moſt au- 
tte, ſuppoſition; becauſe the tranſient diſcord always fur. 


+. 
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| nvſic, Sec SUP POSIT ION, 
* or the ſecond, wherein the diſcords are uſed as a folid anf 


3 * 


ea 5 EEE: 27 41 
oeſtantial part of the harmony, the difcords that have place 


ehe fifth when joined with the ſixth, to which it ſtand, 


= TICS 24 | 1 5 5 5 Sea 
„ gedon of a diſcord ; the fourth when joined with che fifth 


ti 
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tranſitions from concord to concord; in the other, the dif... 


Poles a concord following it; which is of infinite feryice in 
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it ruſt always poftels an unaccented part of the meaſure | = | 


either by an octave, fifth or third; and reſolved either b; | 


r —— 


Hand with a ſmall note before the beat; in contradiction ro. 


the ninth, which is the effect of the ſecond and ſeventh, wi 6 
the ſecond and fourth. | = 
"Theſe diſcords are introduced into harmony; with due p. ede 


ration, and are to be ſucceeded by concords, which | 18 called the | = © 

reſolution of diſcords, 3 : 
The diſcord is prepared by firſt ſubſtituting it in the wal 2 E 

ny in quality of a yg cord; that i 15, the ſame notes which becone E c 

the diſcord arc fir{t concord ta the baſs note immediately pre. ; 

ceeding tat to waick it is a diſcord. The difcord is ref Ine s 

by being immediately ſucceeded by a concord, deſcending freu 2 = 
it t by the diſtance only of « ſecond greater or ſecond leſs, x 5 


As the diſcord makes a ſubſtantial part of the harmony, 6 


gradual deſcent; but when prepared and reſolved tis neceſſa,, 
on the accented part. Now to introduce diſcords into har. " 
mony, it muſt be conſidered what concord may ſerve for thei; 
preparation and reſolution ; the fifth, then, may be preparet| 1 


third or fixth, The fourth may be prepared in all concord, BY 
and may be reſolved into the fixth, third or oQave, 1: 
ninth may be prepared in all concord: except an octave ; an 


may be reſolved into third, fixth or octave, The ſevent 3 
may be prepared in all consundz and reſolved into third, uu, 


or fifth, The ſecond and fourth are uſed very different) 12 
from the reſt, being prepared and reſolved into the baſs. WW | 


Harmony, ConcoR D, Disc ORD, KE 1, — =— 


nuts tien, e. 3 
COUNTER-T EN 0 nc; is one of the mean or mil- 


dle parts, ſo called as if it were oppoſite to the tenor; by 
| French called the Haut contre, See TENOR. 


COURANT, is uſed to TPO the air or ane and e 


dance bo E K. 


With regard to the firſt, Courant or Currant is a peice d, 
muſical compoſition in triple time, and is ordinarily noi =” B; 
triples of minims, the parts to be repeated twice. = 

It begins and ends when he who beats the meaſure fal! FE | 


the Saraband, which uſually ends when the hand is raiſed, BY 
CROMA, rather Chroma, See Cn ROMA. [4 Ca 
CR OME TT A, Tripla, or Tripola Crometta, Semi C, 
"dttd, See Tait For Norupla di Crome, Seſtap 
Cr e Sem Crome, and Dejdupla « di Crome and Amn 1 
3 4 
CROTALUM, a hed of Caflagnette es or mulic; bf 
ttt or ifs found on medals in the hagd of the Prict: on 
7s {-ybe F as 


ny 
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1 Wote, 01%. from vue, crooked, from count 


ey appears to > be from vu 65 &, cavity. 
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The Crotalum differed from the Syſtrum ; though authors 
often confound the two. It conſiſted of two little braſs plates 


5 or rods, which were ſhook in the hand, and ſtriking againſt 


each other made a noiſe. 

It was ſometimes alſo made of 2 read ſplit lengthwiſe, one 
part whercof ſtruck againſt the other, and made a noiſe ſome- 
what like that of a "Crant's bill, whence that bird is called 
Crotall Aria, or player on the Cretals, 

An ancient in Pauſanius fays that Hercules did not kill 
the birds of the lake Stymphalus, but that he drove them away 
by playing on the Crotala. On this footing the Crotalur 


= mutt be exceeding ancient. 


Clemens Alexandrinus attributes the invention of them to 
the $:ciltans, and forbids the uſe of them to the Ghriſtians, be- 
cauſe of the indecent motions and geſtures that accompany them. 


CROTCHE T, one of the notes or characters of time 


marked thus & equal to half a minim, and double a quaver. 


8 Sec NoTe, QUaveR, MiNth, and ChHarRactts. 


"Tis not eaſy to conceive how it came by this Name of 
Cratchet, the word is apparently borrowed from the French 


= Crotchet of Croche, a crook or hook ; by reaſon of the addi- 


tional ſtroke at the bottom, which gives it the appearance of 


2 a crook, and *tis then changed into a quaver. Sce QQU AVER, 


A dot ae to a Crotehet thus” 


L increales it's time bY 


iN ene half, that 3 is, eke it equal toa a Cruel and hall, or 


three quavers. Sce TIME. 
CRO UST, a Greet term. Sce ST RO ENT G. 


CURRAN T, a2 mutical air in triple time. 
RANT, 


CURTAT L. doubts, a alice? wind inſtrument like the 


k il 


Baſſoon, which plays the bas to che Hautboy, FS; PO 
S00N and HAUTBOY. | 


CUSTOS, the fame with mera, or index. See each 
in it's place. 

oY MBAL, a inden inſt; ament among the ancients, 
called by the Gree naine ui caso. Ar. 4 hy the Tat TL Cyms 
Lal Auen, | 


The word i 15 by 95 Neb derived from three | ſeveral Greek 


4 ip, A nd 


© * . 
Wy 4 12 i qe 
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Winder re F. Ea it from cum and 3 : An immodeit 
dance uſed to accompany this in Rrumer t, but the real et1 mo- 


The 


the ninth, which i is the effect of ts fecornd and 1 0 3 


the ſecond and fourth. 3 oft 


| Theſe diſcords are introduced into harmony: with duc pred: = 
| ration, and are (0 be ſucceeded by Concords, which i is calle! te A CAC 
. reſolution of diſcords. | = 

| The diſcord is prepared by firſt ſubſtituring it in the h rms. f a. 


eh 
| ny inquality of a co; cord; that i IS, the fame notes which becon: = 


the diſcord arc firſt concord to the baſs note immediately pr. 


1 SEE - 
Se IHE Lene > 
. 
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ceeding Lat to waich it is a diſcord, The difcord is cefo}ye I 40 
by being » immediately ſucceeded by x concord, deſcending fuss "M 
it by the diſtance only of +, ſecond greater or ſecond leſs. 8” 


As the diſcord makes a ſubſtantial part of the harmony, 3 
it muſt always poſſeſs an unaccented part of the meaſure |, W ,,, 


[/ gradual deſcent ; but when prepared and reſolved tis necefſi.! 2 = 
= on the accented part. Now to introduce diſcords into ha. 2 
k mon, it muſt be conſidered what concord may ſerve for ther} * 5 
1 preparation and reſolution; the fifth, then, may be e = 
either by an octave, fifth or third; and reſolved either u 

1 third or ſixth. The fourth may be prepared in all concord. 3 3 
| and may be reſolved into the fixth, third or oQave. 1 65 


ninth may be prepared 1 in all concords except an Octave; 22 
may be reſolved into third, ſixth or octave. The ere. | 


S 
* 


= tic 
may be prepared in all concords, and reſolved into third, fi =. 1 8 


or fifth, The ſecond and fourth are uſed very different! th 2 
from the reſt, being prepared and reſolved into the bafs, %M Y 
* HIARMON v, CoNncoR D, TERRY KE „ CL BFF, W T4 
DVLATION, c. 5 1 

COOGNTER-TEN OR, is one of the mean or mi! 2 Kd 

dle parts, ſo called as if it were oppoſite to the tenor; by ti; 0  W 


French called the Haut contre. See TENOR. 3 
COURANT, is uſed to exprefs the air or uns; and ti: 
dance to it. * 


Ss ER — oo ee re — nn” — — 


With regard to the furſt. Caurant or 1 is a pete? 0 : 'Þ 1 
muſical compoſition in triple time, and 1s ordinarily noicd 7 ; 
tr pos of minims, the parts to be repeated twice. 


It begins and ends when he who beats the meaſure fall: RS . 


— — 


— a0, 
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hand with a ſmall note before the beat; in contradiction e 
the Szraband, which uſually ends when the hand is raifed, Ro 
| CROMA, rather Chroma. See CH ROI A. mY 
1 C ROME TTA, Triple, or Tripola Crometta, Semi a iu 
ij nett. See TRIPLE. For Norupla di Crome, Seft:p\v , 
rome, Lem Crome, and D di Crome and Semi C 1 
dee in 1 
CROT ALU M, a kind of Caſtagnettes or muſica u . 
9 found on medals in the bagd of ' the Prieit⸗ : > Bn 
1 | f. YEE, | _ = 


i þ & 22, _ 


fre cok differed from the Syſtrum ; though authors 
XX fro confound the two. It conſiſted of two little bras plates 
or rode, which were ſhook in the hand, and ſtriking againft 
| | each other made a note, 
9 I was ſometimes alſo made of a reed ſplit lengthw! ſe, one 
*X ..:-t whercof ſtruck againſt the other, and made a noiſe ſome- 
1 whit like that of a "Crane's bill, whence that bird is called 
e rotali Aria, or player on the Cretala. 
An ancient in Paufanins fays that Hercules did not kill 
% the birds of the lake Stymphalus, but that he drove ti em away 
al 5 by playing on the Cretala, On this footing the Crotelum 
muſt be exceeding ancient. 
Clemens Alexandrinus attributes the invention of them to 
pe Sicilians, and forbids the uſe of them to the Chriſtians, be- 
cauſe of the indecent motions and geſtures that accompany them, 
'X CROTCHET, one of the notes or characters of time 
no marked thus & equal to balf a minim, and double a quaver. 


dee Nor x, Quave, Midi u, and CHARACTER, 
Lis not ealy to conceive how it came by this Name of 
; 1 C rotchet, the word is apparently borrowed from the French _ 
"EE Crotchet of Croche, a crook or Ho; by reaſon of the addi- = 
tional ſtroke at the bottom, which gives it the appearance of 
Ja crook, and *tis then changed. into a quaver. See 


1 UAVER> 
. 1 1 dot added o a | Crotchet ny 2 increaſes it's time by 


1 - one half, that is, makes it equal to 2 a Cr: fc 835 and half, or 
chree quavers. Sce TIME. „ 
CC RO UST, a Greet term. gee 8 STROMENT© 
mo CURRAN 15 a mulic al air in triple time. - See Ay wy 
ANT. 
RT Al L Salle a muſical wind inſtrumer 
$$ Baſbbon, winch plays the . to the Hautboy, | See BAS 
door and HauTBoy. 
5 CUSTOS, the ſame with m ra, or index, Sce each 
in it's place. 
3 CYMBAL, a muſical inft:ament 
FX called by the 
| | 7 Zalu M1. | | | 
| 2 The word 1 is by Sy thurgins derived from three ſeveral Geek 
® roots, VIZ. from * , CrOoks 4, 1 85 
Hm garn, Ve, | 1 5 
Lſiods re derives it 1 1 beillematica: An immodeſt 
4 lance uſed to: accompany this in ſtrumen t, but the real cty mo- 
ae appears to be from zul G, cavity, „ 
0 14 pos The 
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rent from our Kettle-drums in form and uſe; to their exteri -| ; 
cavity was faſtened a handle, WEE Pliny {akin occaſion. i 1 5 


a very acute found : Their invention is attributed to Cy 


occaſions, they were ſeldom uted but by aillolute and eftcm. 
nate people. 


tcl L matter, form, Sc. the critics are ſtill in the dark. 


| . BD Fa ſtr. 
among vagrants and gypfies; it conſiſts of 2  fteel wire in 1 Je 


| rin 1/ 


cunts of. a frame about four feet long, and two and a hal 
4 41 1 C3 3 ! it 1 1809141 Leer : * 159 4 0 + 4 . 


das che like the other that meets it at one end within mo 


. 

Tue Cymbal was of braſs like our Kettle-drum, an} .. 
ſome think in their form, though ſmaller, and it's y; 
different. | 4 

e and Theters call it Acetabulum, the name YH 
cup ar cavity of a. bone wherein another 15 lodged or ar: ic, a 
I; ed; and Xenophon compares it to a horſe's hoof ; heh, 
appears it muſt have been hollow, which alfo appears from (|, = 
foure of feveral other things denominated from it, as bahn "| 2 
caldron, goblet, caſque, and even a ihoe, ſuch as thoſe of E:,. 
pidicles, which were of braſs. 

In effect, the ancient Cyan: 11s appear to have been Very e ft 


> Ve, 
4 Y 1 


compare i them to the upper part of the thighs Cox, nate 
and Rabanns to a phial. 


They were ſtruck one againſt another in a cadence, and made 


whence they were uſed in feaſts and ſacrifces: ſetting SS thet⸗ „ 


Lanibaclis, who has worte on this ſubject, er een ben 
invention to the Curetes or inhabitants of mount Ida in Cri; 
it is certain theſe, as well as the Corybantes or guards of | the 
Kings Of Crete, and thoſe of Rhodes and Samathri aca Were it 
puted to excell in the muſic of the Cymbal. EY 

the 7ews had their Cymbals, or at leaſt ſuch inftrum neu 
as the Greek and LA tin LI anflators render Cymbals, but'as t9 „ 


I he modern Oymia bal is a paultry inſtrument, chiefly in ul 


e 
eee ne e 
1 


triangular form, whereon are paſſed tive rings, which 
tauche and ſhifteg along the triangle with an iron rod held“ 
the left hand, but it is ſupported in the right hand by 2 
to vive it the ireer motion; | „„ 
Durand dis Tays, that the monks uſe the word Cymbal for 
bull hy oo in the cloiſter, uſed to call them to the refectory. m 
4 etre is a kind f inſtrument which we likewife call 3 a1 


ee 
ba 
OI | 
— 


J. winch differs greatly from that above deſcribed. 


. ide, Along eb ther © 18 A bar of wood laid ſtraight, . 
1 tec 1 a-thwart from. dur corner to the ſtrait one i 


. 


8 — 


— 


manner ne 


— — — _— | and | 4 third ſtraight, VIA f 


135 
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DTT 2) 


E | j;ttle diſtance ſo that all the bars lye thus in the trame ; 


* e 


— — 


on each of theſe bars is fixed an equal number of pins, about 
twenty eight upon the two firſt, and near twelve or thirteen 
or thoſe behind; Which pins are not ſharp, but their points 

* arc rounded; each of theſe ſupports a bar or wedge of a parti- 
> cular kind of metal, but chiefly a compound of bell-metal and 
ver, at each end, the Jongeſt whereof is about ten inches, 
> bout one and a quarter wide, and about half an inch thick, 

> or not quite fo much; theſe bars have a round hole about half 
through, to fit the pins, the ſound of the longeſt is C, the 

{ers are diminiſhed (in length only) according to the pro- 
portion of the intervals in muſic, and thoſe of the ſecond row 
anſwer to the flats and ſharps of the Spinet : There is near 
"EZ forty in all, fo that this inſtrument has ſomethiug 


| | | g more than 
mice octaves in compaſs, and may be reckoned an inſtrument 


of percuſſion by reaſon ' tis played by ſtriking it with nobs of 
wood at the end of flicks, The found it yeilds is very 
egęrecable, being ſomething exceeding foft, the low notes re 
| {mbling the Flute, but the high ones have not { much dura- 
tien as theſe, yet their found may be compared to that of a 
mall Flagelet % 
Ez CYTARA, or Cythara, an ancient muſical inſtrument, 
br ſome ſuppoſed to be the ſame with the Lyrc, at leaft a 
= ſpecies of Lyre ; by others different; 
ſtructure does not appear. See Lyx x, 
I be ancients deſcribe it in the tria: 
Delta or letter D 
i WS Apollo, | 


though it's. preciſe 


e 1 gular form of the Greet 
A. The Poets aſcribe it's invention ta 
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In thorough ba Tes, marks what the Jralions all Diſeant = T7 
and intimates that the treble ought to play alone, 8 9 
docs the tenor, and B the baſs, See DE Sc AN r. — 

D A an Italian propoſition, ſignifying ſometimes by, as 7); 
Capella. See CAPELLA ; ſometimes for, as Sonata da (a. 
mera, See CAMERA ; ſometimes from, as Da Capo, tro; 
the e "Gee 1D ©. or Capo, Sometimes 70, 
Da Suonar, to ſound or play; and likewiſe 017%, as Strom 
da Arco, inſtruments to be played with a bow. 
DA L?, the ſame as Da. See D A. 0 
DC, an abbreviation of Da Capo, i. e. at the head © ce 
beg oning ; theſe words or letters, are commonly met with | 
"on "the end of rondeaus, or ſuch airs or tunes as end with eee 
firſt ſtrain, and intimate that the ſong is to be begun again, 1 by 
and ended with the firſt part. See CA po. 2 
DECIM A, is one of the intervals in mufic, by us calle 
a tenth ; tis compoſed of an Octave and a Tierce Major «: 
Minor, See, TERZ A or THIRD, 
Contrapunto ala DEC IMA, is one of the ſpecies of doube WE 
counterpoint ; wh crein the principal counter point may. rile = 2 | 
a tenth above, or fall as much below the ſubject, (by th: BZ 
[talians called Sygetts) which greatly varics the harmony, PR 
See-COUNTERPOIN r and SOGET To. 2 
DeECima Teras, 18 the double fixth Or thirteenth, Se: by 
Six TH. . 1 
DE CIA Duarte, is the double ſeventh, Dee SEVE x _ 
Det Quinta, is the double octave. or fifteenth. Sc BY 6 
(OCTAVE. 
DEC IMA, Se wre, is hs ſecond tripled, or niath Couble, 
dee SECOND and NINTH: 
DECIMA vettima, is the third tripled, Ot tenth doubled of 
Dzecima Octeva, is the fourth tripled, _ 
Decima Nona, is the fifth triple. : 
Diel A MATIO, a declamation or crying oF Out; 
| this is uſed for what the Italians call Recitative, Ste REC 
„ rar ivo. See alſo LARGO and Ox ATORIO. 1 
| DEDUTTIONE, from the Latin Deduflir, 1s i! 
nc Wich Guido Aretine gave to the rite of the voice, 
pronouncing the ſylables Ut, re, mi, fa, fol, la, guia per hu, e 
-elucitiur vox; a5 on the contrary, when the voice 4e ended! 1 
thete, la, feb, fa, mi, re, ut, he called it © Keductio, 7050 4 8 


1 . 2 LEO uctur VOX 
| DEGR? 


— 
— 
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9 DF G RE FS S, are the little intervals, whereof the con- 
beds or harmonical intervals are compoſed, See INTERVAL 
F und Co N CORD. 
Muſiczl degrees are three, the greater tone, leſs tone, and 
& (ni-tone. Sec Tow x and SEMI-Tox g. 
111 ne primary cauſe of the invention of degrees or intervals 
eu than concord, and whereb conc -ords are divided, and as 
J' it were gra adurated, Des Cur tes judges to have been this, that 
it the voice were always to proceed by harmonical intervals, 
there would be too great a di proportion or inequality in the 
ntenſeneſs thereof, which would weary both the ſinger and 
the hearer. 
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3 Thus ſuppoſing A A and c PE distance of a bird; if the 
EXT yoice were to proceed immediately, aſcending from A to C, 
den becauſe C being the acuter ſound, Aries che ear with 
\ | more force than A, leaſt that proportion ſhould prove un- 
ie | caly, another ſound Bi is placed between them, by which, as 
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boy a ſtep cr degree, we may move upwards or down ards 
more canly, and with lets unequal | force in raiſing or f. kalling 
3 the voice. 
Hence it appeare, ſays that 8 that the degre es are 
# ; only certain mediums contrived to be put betwixt the extreams 
oel concords, for moderating their inequality, and arc of uſe 
= only with regard to concords; - fo that when the voice has 
moved one degree, the ear is not ſatisfied *till we come to the 
= = other, which therefore muſt be concord to the firſt ſound. 
© hs ſubſtance of what is here alledged comes to this; that 
by a fit diviſion of the concording intervals into lefler one, 
che voice will move ſmoothhy from one note to another, ut | 
1 | the hearer be prepared for 2 more exquiſite reliſh of the prer- 
% ect intervals, whole extreams are the proper notes in whica 
> the car finds the expected reſt and pleaſure. 
bauch is the end and office of degrees or leſs intervals. 
. . 4 Now there being among us only three that experience rec com- 
mends as agrecable, whole ratios are 8:9, called the greater 
tone; 9: 10, called the leſs tone ; and 15 : 16 called the 
2 femi-rone ; by theſe alone, a ſound can be moved upwards or 
6 downwards ſucceſbvely ſrom one extreme of a concord to 
gather, and produce true Melody; and by means of theſe 
; 133 voices, are allo capable of the neceſlary variety in 
be ; paſſing from concord to concord, | 
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= As to the original of theſe degrees, they ariſe out of 
1 the fimple concords, and are equa! fo their differences. 
| I. Tus 8 : 9 is the difference of a fourth and a fifth; 9: 10 
„ that of a leſſer third and fourth, or of a fifth and greater 
BY 6x + and IS : 19 is the dj lifcrence of à greater third aud 
Tm i urch, 
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two of which arc equal to a Quaver. See NoTE a 


10 much, as concords. This may be termed the ornamental 


cation allo before many ſubſtantives, as Salmi 45 Ten „ 


* . third, fourth, c. And bef re ſome adverbs, it e, 
nmiſies of, or from, as Di ſopra, from ae, Di forts, frat FS. 
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fourth, or a fifth and a leſſer ſixth. Sce TurgD, Fovr'ry 
FirFTH and SIXTH, 


For the uſe of degrees in the conſtruction of the ſcale i © 


8 Pp i 7 
muſic. See ScALE and Gau vr. = BO 9 


DE MI, the ſame as ſemi, half. See SE MT. =. 

DEMI 'D L'TONE, the fame with tierce ming; Sw 
Sce TIERCE or T HIRD, | = DP 

DEMIOQVAVER, is a note in muſic marked thi, , 


2 


1 


UAVER, 
7 E PR ES 8 I O, the fall of the hand in beating time, 
and the ſame with the Greek word Theſis. See ARS ani 
I | ; 
T DESCAN T, to run a . diviſion or varie iety ur 
one, two, or more given notes with an inſtrument or voi: 
DgscanrT, or Deſcants, the art of compoling in 5 1 
ral parts. See ComPos1TION. 
DE$SCANT, in threefold, plain, figurative, and doube 
Plain DESCANT, is the ground work and foundation ot 
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muſica] compoſitions, conſiſting entirely in the orderly placing '| „ 


of many concords, anſwering co ſimple counterpoint. : 6 
Figurate or Horid DESCAN Tis that part of an air of mu, 
wherein ſome diſcords are concerned, as well, though nc! 


and ee part of muſic, in regard, that there are inte. 
duced all the varieties of points, fy acopes, diverſities of mi. 
ſures, and whatever is capable of adorning the c »npofition, 9 

Dec ANT double, is when the parts are fo contrived, cha 2A. 


II 

the treble or any high part may be made the baſs, and # cm BY. 
dee Harmony, CounTERPOINT, and MELODY. IN 
+ JJESOLA T A  Syneope, |  Conſenans © Os co 3 
OYNCOPE, hs = 


DEUTERUS, See pRoros. 3 

DI, an Iatalian article, which hen placed before „ 5 
chriſtian name of a perſon, ſignifies of, as Di Gio. A, 
Beuoncini, of Fohn Maria Bonencini; it has the ſame pn 


/ — 


plalms of tierce,” or in three parts, Fc. 
D ſeconda, di terza, di guaria, ſignifies 2 riſe or fall of :| 


below „Ee. | N 2 75 
DIAr ONI Sven. See &vono. . 


DIAGR A M, in the antient muſic, Was what we ( 4 
e ſcale or gamut in the modern., See SCALL ni .. 
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DITA. Op 
The ext tent of the Dio Tromma which was called Gene 
un, was a diſ- diapaſon, or two octaves, in the ratio 


=. 4. In that ip ice they had eighteen chords tous 4 
5 of 1 dec ding to: ſome y ad 1: ol all different! HOU 2 55 Se. 
Neroap and LYRE, 


Jo explain it, they repreſent to us cighteen chords or Gert ings 
=. any inſtrum ent, as of the Lyre, ſuppoſed to be tuned ac- 
| 8 ling to the. proportion of any of the Genera, vis. Dia- 
„„, Chromatic or Enbarmonic, See GENUS, Dua TONIC, 
EEC: romaTic and ENHARMONIC. 
: * Az the Lyre was improved and bad more chords added to 
i, fo was the Di gramm; by ſuch means it came from 4 
dio, then 8, then 105 the n 14, and at laſt to 15 Chords, 
IE 

o cac;: of theſe chords or ſounds they gave a particular 
; " taken ſrom it's ſituation in the Diagramma, Or Ojt 

bc Lyfe Their names and orders commencing from the 
ſt, are as toilow : Pro fie meanomenos, typaie-hvpaton, 
PR arbypate-bypaton, Lychanos Hipaton, Fhpate Meſom, Parby- 
* ws Heſon, Lychanos N 22 15 Me %,  Trite Synemmenon, 
orte Syuemmenon, Nete Synemmenon, Paranioſe, Trite 
. Pagen. nn, Paranete Dieneugmenon, Nete Diezenzmens: 1 
LS: Hyperbel on, Paranete Hyperboleecn, Nete Hyperbalzon, 15 
C % Aretine improved this ſcale or Diagram very gre atly, 
a ding it of too ſmall extent, he added five more chords or notes 
Jo it; laid them all down on a ſtaff of five lines, and inſtead | 
1 ic long Greet names above-mentioned, named all his 
i WW otes by Grezory's 5 ſeven letters, and afterwards by the ſyllables 
4 „ e, ni, & c. See No k and GAM Mr. 
ES Tic firſt and loweſt note in his ſcale he marked 5 and 
"| 5 it Gamma whence the whole ſcale became denomi- 
5 ed | Gammnt, | 5 | | 
DIALO GO, ſian hes a piece of mulic for, at leaſt, 
o voices, or two in ſtruments, which anſwer one another; 
aich frequently uniting, make a trio with the e 
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1 They are very mi ack 6 uſed -d by the /talrans in their operas,” 
Wnt 1108, ſerenatas, +: TH | 
| LAPASON, muſical interval, by which moſt 
thors s who have wrote on the theory of muſic, uſe 0 ex. 
dels the octave of the Greets ; as they ufc [ Yapente, Dia 
| 1 ren, 8555 Hexachod, to expreſs fifth, fourth and | fixth, 
| * Ws f AVE. | | | 85 | 
Diapaſan is the firſt and molt perfect of the concords ; 
HS © 8 red! ſimply, it is but one harꝛnon ical interval, tho ü 
= i Ponidered of atonically, by tones and fomi- 


ones, it Contains 
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points wherein a diagonal line interſects all theſe para el 


fall from one tone or interval to another, 


voice proceeds from the firſt to the twelſth ſound ; the ?, 


ing the ſecond of the concords, and Wich the Dit 5 erer 1 


x6 9 1. A "MN 
ſeven degrees, viz, the three greater tones, two lefler tone, 1 
and two greater ſemi tones. = 

The interval of a Diapaſon, that is, the proportion of ©! 
grave ſound to it's acute, is duplicate, 1. e. as 2 : 1, = . 
InTzxvaAL. 1 

Diap AON, among the muſical inſtrument makers, i. jy 


kind of rule or ſcale, whereby they adjuſt the pipes of the . oe 


Organs, and cut the holes in their Flutes, Hautboys, * Neu, 
in due proportion for performing the tones, ſemi-tones au 7 
concords juſt, _ 7. 

A ſquare being divided into eight equal parallclogra ms, te „ 


grams, expreſs all the uſual intervals in muſic ; And on tig s 
principle it is, that the Diapaſon is founded. 
There is a particular kind of Diapaſen for Tri mpets | 


ſerving as a ſtandard or meaſure of the different magnind 


they muſt have to perform the four parts of muſic, . 2 i 

TRUMPET, = 
There is another kind for Sacbuts and Serpents, ſhew! . 

how far they are to be lengthned and ſhortened, to rait 


DIAPASON-DIAEX, a kind of coins concor . 
whereof there are two ſorts: the greater, which is in the u 
portion of 10 : 3; and the lefler, in that of 16 f. call WY" 
thirteenth, See ConcorD. BY 

DIAPASON-DIAPENTE, a compoun: 4 con | 
nance in a triple ratio, or as 3: 9. See Concord... z 

This interval, ſays Martians. C apella, conſiſts of Dit 1 
tones and a ſemi- 0 ninetcen ſemi- tones, and thirty 6 e 
dieſes. | F 


The Di apaſon-D apente i is 2 "(mph de when 3 


is properly i in the Cree muſic, what we call a twelſt“ | 
DIAPASON- DIATESSARON, & con pos 5 
concord, founded on the proportion of 8: . 
190 his interval Martianus Capella allows: eight tone, 
a ſemi- tone, ſeventeen ſemi- -tOnes, and thirty four dieſcs 
This is vrhen the voice proceeds from it's firſt to it's © 
found. Ihe moderns would rather call it the « . | 
DIAPASON-DITONLE, a compound Conco 
whoſe terms are as 10: 4, Or 5: 2, 
DIAPASON-SEMI-DIT ONE, a comp" | 
concord, whoſe terms are in the Barde en of 5 5 I 
291 A PENTE, in the antient muſic, an interva!, 1 


26tave, See Dian TESSARON. 


DIA 3 


This is what in the modern muſic is called a ſiſth. Sce 


ier. 


The Diapente is A ſimple concord; yet if conſide red dia- 
onically, it contains four terms, two greater tones, a lets tone, 


nad 2 4 greater ſemi-tone; the Diapente | is the greateſt part of 
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TI} Dieſis is the leaſt Dicftem, in the Chromatic and [14to7 
semi. dene! is fo called. See 8X EM and INTERY A 1 


34% 


the oftave, (7. e. Hache harmonica "5 d. vided, Is is pro- 


ced when the voice paſlts from it's firſt to it's fifth ſound. 


There are, ſays Ar:/liges, four Kinds of litths, the firſt be- 
ins at Zdypare 222000 u, and ends at Parameſe, which has a 


Þ# mi -tone for it's loweſt intery al; the ſecond from Pariypate 
# 1 Meſin to Trite. Dieveugmenon, in which a ſemi-tone is the 
he neſt interval; the third ! irom Lychanss Ae ſen to Paranete 
PDicneugmenen, in which the ſemi- tone is the ſecond interval 
2 Ha the laſt or higheſt found ; and the fourth from 1-/e 


tos Nele Diereugmenon, wherein the ſemi-tone is the ſecond 


? 'F interval from it's firſt or graveit ſound. 


DiaPENTE co! Ditona, is by Zarln and many 


eder uſed for what we call the ſeventh major, Sce 


EVENT AH. Fr | 
DIiAPENTE col Semidiiono, is the feventh minor. 
Major and MINOR. . | 
DIASCHISMA, is. an interval in mufic, Which con- 
tains two commas. Sce CoM MA. 948 | 
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DIAS T E M, a 14912 the © ancients gave aſi noe inter- 


ga. in contradiction to a com pound one, WiILLCT they called 
9 = 6 8 : | . „ : 
altem. See SyS TE M. 


Muſicians divide intervals into two Kinds: and” one of them 


5 1 ez call a ſyſtem, which is to contain at lea two intervals 
in Diatonic kind of n uitc, but in thie Ene armonic it con- 
T tains more. OT. | | | 


The other th ey all Di aft Jr, is a mere ſim bie interv⸗ 
e proper ignifieation | of the Greet word being 
Diaſtem « differs in each of the Genera, in the Enharmoni, 
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DIATESSAR ON, in ancient muſic, was 2 concord 


00 * 


Who harmonical interval com {poſed of a greater tone, a leſs 


Wel 3 — i : . 2 g 
once, and one Ereate r ſemi- tone; 3:-it's ProDortiG numbers 


3 4: 3. See ConcCorD 


Þ , 5 15 
By the moderns it is called a fourth. SceFOURTH. | 
Dt ATON C, an epithet gix en to muſic, as it procecds 


tones and lemi - tones, both aſcending and deſcending, See 


Fi 510 10 and GENUs. 


The 6 Grecian authors divide me forts of mutic into LDia tanie 


1 'h 1» =? . Ai 7 
1 Chromatic, and K har onic. e CHROMATIC and EN 
Fa HA * MON le, . | 
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and a tone irom thence to. 


D IA 


Þr i4Towie muſic, according to Nechomachus and othe 
allows of three degrees, the greater tone, leſs tone, 
ſemi-tone. See PoNnE and SENMI- TONE. . 

Hence Diatenic mufid appears moſt natural, and of. con 

queiice the me ſt ancient. Indeed Ariſlocanus ablolutelyſiys i: 
the firfk. and that from a diviſion of it's intervals, aroſe. t 
other two, The Genus or kind that makes the characte 
the LO muſic, is called Genus Diatenicum. 
In the Dit tne muſic there | is a tone between every tu 
notes in the! FC dale, except * > tit : 411d Ad che French term "IH 
ft and ut, where there 13. only a. greater ſemi-tone. Þ 
SCALE. | | 7 1 | | IS 

When this order. 01 Progretuon of the notes is Chang 
by the introducing flats BH or ſbarps 5 , o that -! 
its intervals are divide <> into two ſemi- tones, either maſor 

changed and becomes CH 
But if this alteration is made only here and there in part 
places when recellary, tis called the mixed Gents, Ny Di 
wico- Chromatic, winch Genus alone is uſed by the modern: 

The Diatonic Genus, fays Ariſtoenus, is caſily diſcovers 
in that therein two tones, or "three at moſt,” are found to. 
whereas in either of the other tis not fo, and the: 
las not a ſemi-tone on each fide of a tone; and agen 
iat two ſemi- tones never follow one another therein, 
{ound in the other two. | 

We fha!l here add the Diatonic Di ere n or ſcale frem . 


75 
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1 | 8 
minor, the Diatcnic is then 
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ehomachus, Euclid and Gaudentius ; it's loweſt found, . 2 w.' Tt 


as that of the other two is Preſlamlanomenos, which 
ant from {/ypate Hypats: 3 tone, from thence to Par; 
FH; 00 2 W a Temi- COIN thencæ (CE) L. Dang Hy; Dunn AD 
thence to Hypate Mefon 7 another tone, to Parbypate Dir; 
10 „ tonc, I: 4 1 }CC TO L 1723 - Mefen a tone, diftins nn 
wy by the ume © I Diatows, thence to eſe a. ton 

thence to Pai rameſe another tone, thence to Trite Diez? 

non 2 RY - tone, thence bo 3 nete Diet eugiie uam à ton, 


— 


Note Diexe erg mens Gt, A ſemi. tone 
aha , thence to Paranzte Hyperbolcau à tone, 
ON to Vet FHyperboleon another (One, 


ob . 
＋4 #4 {ie EF1J je 
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| E 4 Diatonio octave rifins try B 7 and falling by B Þ. 


0 Nes. nning at G, mnjiead of A Be. 020 It. 
8 2 7 1 2 3 | 
0 — e e e "Rt eee D = — 
„NN r — —— — 
1 2 2 0 — 4 5 2 | 2 — = 
— 72 — : yy 4 ; : 
„/F CAO Dona 
3 - ” 
8 4 * a i BY 1 . ; : 0 
a + K * Fn 
1 „5 fo 5 
I DMIATONICO $ Sy/tema. See SYSTEM, 
2 
f DATON ICO Dia tonico, accot din T to Zariin, is the pure 


Pad natural Diatonic genus, or when the progreſs of the notes 


— a 


js by beccare or B natural == in which not one of the founds 


in the leaſt altered, ſuch is the p ain chant of the church. 

If there be a flat B, placed after the cleſt, the B, or as the 85 

ä French call it, the &i, is lowered a ſemi-tone minor, and 

0 "I Larlin calls Diatonico Malle, or by h. For tran! poſition 
| 1 the mode or tone a fourth higher, or a fifth tower than 

'F Sntural, See TRANSPOSITION 


| + | DAT O Nie Sen; See bond 
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= DIATONOS, is a Greet term, whereby four ſounds 
85 of the ancient ſyſtem are diftinguithed, as Hyp erbolen . atonos, 
D . ⁊eugmenon Diatonss, Meſon and 3 ton Diutonog, ace: 
cording to Martianus Capella, and others. See cach under 


* pro, per article. 
ES DIEZEUG MEN i ON, Bean fſeparatcd, this is ap- 
plied to one of the tretrachords of che ancient Greek tem. 
5 . ACHORD and SYSTEM. | 
DizzEUGMENON, fays Arilloxenus, cannot be but 
kwher, there is a tone between two tetrachords, which tone 
ne, Ki nakes an immoveable found in each of the Genera, 
According to Bacchius ſenior, 'tis when there is 2 tone 
| A etween two bounds, winch are called Bari 7p em. vee BARI- 
E 3 Pl NI. | | | 
DrezeuG E NON Net, 15 the nate called. | by us E 
3 us Ini. 5 5 7 
2 DIFZEUGMENON. Paranete is our D la fot re. 15 
"BS DIEZEUGSIS. Se TE RACORD, DIEZ EU TIC, 
end DTrZzEUOMRENON. 
_ 3 DIEZEUTIC tone, in the : ancient Gre ee] 1 2 Th Was 
tone which disjoined two fourths, one of Prog ſide Of is 
Fac waich being joined to cichar, made a fifth, This, in 
3 Loy 


bo D'1:E 
their muſic, was ; from. 27 to Parameſs, (Boetius de Af , I.-. 
cap. xxv. lib. 1.) that is, from our A to B; ſuppoſine , = 


* to itend in B ſub mi, they allowed to their Diezenti tone + a, 
VE Which is our a , the proportion of 9: 8, as bein» 4. WE, 
| unalterable difference of Diapente and Diateffaron, Sec (11. = 

1 - PENTE and DIATESSARON. A 

i Brace us ſenior, gives us two Diexeutic tones, for thc . 

„ one between the tetrachord ſon and that called Dices. 

1 menen, and the tetrachord Synemmenon is dijoined by anots7 
| RR from Hyperbo/amm. Sec TETRACHORD, | 8 
11 DIES IS, is a diviſion of a tone leſs an a ſemi-te ms I 
1 Or an intery: al conſiſting of a les or imperfect ſemi- tone, | | I 
9 the placing ſem:-tones where there ought to be tones, or. tone w! 
RR where there ought to be only femi- tones. EF ae 

DiEs is, is the ſmalleſt and ſofteſt change or inflexin on 

the voice imaginable; it is called a feint, and d expreied IS 

by a 1 Andre's s croſs, or Saltier..;n | 
riſtotle calls Deiſes the elements of the voice, as ſetten 


are 156 of diſcourſe; indeed Ariſtotle' s, Dieſes, it appr, Wl 
were different from ours, and we find Vitruvius and all AC 
Gree authors expreilly make Diefts a quarter of a tone, By E 
e Pyrbagereans, who were held the inventors of the n, 
| Ba did not make it ſo ſmall; they only divided the. fOi i 2 
into two unequal parts, and they cal ed the leſſer Di F 3 
I} which we call a lefler ſemi-tone, and the greater, w 21 N 
—_ ca i the preater ſemi-tone, they called Apotome See SNA 
8 roN E and APOTOME, = 
But in after times, when the tone came to be divided int 1 
three and four parts, the name Dies was retained to ten . 
all ; and hence thoſe different accounts we meet withal in 
thors, of the qt nt of the Dieſis. 
"The harmonical Dieſis, is the difference between a greate 
and a les 8 


Dis Es are divided into three Kinde ; the leſſer etiharin: 


PP A844 - — Agree — 
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4s $a 
wth; paid 


x cal Dieſis or fimple D:efis, marked by a ſingle croſs, * 1 al 
5 time note following two commas, or about a quarter 0! : 1 
1 tone; and 1s, ſay Ariſtoxenus and Ariftides, the leaſt ine 
WL: - that i ſang ; and again they ſay, that never more than W. 

ö | are found together in what fever genus, nor are thoſe _ LT 

2 ihe ſame kind. 1 he chromatic or double Dieſis, denoiod vi 
5 1 "double crofs, raiſes the note following by a leſſer femi- 

$1 or four commas, which is the common Dieſis 7s, The geen | 

| 


enharmonical Dieſis denoted by a triple croſs, raiſes the fo 
lowing note {1x or ſeven commas, or about three quarters | 
4 tone. Arif enn 15 Sy that the chromatic Dieſis excte 

ne enharmonic by a twelfth part of a tone, and Eci, tl 


2 — — — - _ = * 
r 


45 * 72 
1 8 


CRIES nets» Re Oe Ee CRE TINS 


Di 8 61 


e the third part 8 tone, 7. e. the Dieſis Chrematica. 
one but the double Dieſis is uſed in modern muſic; a 


gr . 1 requently uſed to take away the D; ts, and a Diefis 
e away the flat. 

\A "i {mi-rones are placed eg regular tones ſhould be, 

ena tone where a ſemi-tone ſhould be, it is called a OI Or 

6 nt. See FEINT.:: : | | 

DIFFEREN NTIA. See HarpiTuDo. 

Edo vt Interval, is a deſective interval, 
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- terval {hat is ſhort of it's juſt quantity, by a letic: ben 
» tones Sc. See INTERVAL and SEMI- TONE. | 
Ss DIMINUT ION, is when there are ſeveral words 


. rare to make tones, and ſeve ral quick motions in a ca- 
| dence, ſeveral quavers, ſemi- -QUAVErs, Ye. cor reſpondi ng to 
3 crotchet Ot minim, and as when a ſemi-breve is diy ded i in- 
I two minims, four crotchets, &c. of this there are many 
1 Kinds, if done in conjoint degrees, *tis called 0 ils, Tremolli, 
2 oY! ply Circtli mexzi, Tirate, Ribattute ar gola We. and if 
in dicjoint, 'tis ſaid to be done per Salto. See wk under it's 
pros r article. 1 
DIMINU TIO, Genifies 3 HR hed, as a a dininithed oe. 
rather a divided cadence, interval, « counterpoint, Cc, all in- 
 tervals wanting, a ſemi-tone minor of their full Gy. are 
called diminiſhed intervals, as a{c imper -fetF. When a ſharp 
i placed in a lower part, or a "ap in a e, the interval 
{rom that may be called diminiſhed. 
DINGANNO. SceInGanxo. 
DIR L'T-T:A; Contrapunto alla Diritta, 
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= „ ee 


el 


according, to 


4 


gerardi, is wh en one is obliged to raiſe or fall the voice 
3 . the ſame degrees, i. e. by an equal number aſcending or 
defcending, without making 2 Leap, even of the interval of 


eats E Ja third, This is properly as much as to ſay, in conjoint deꝝress. 
dee sa L To, GRA PDO and THIRD. 

100-8 DISCORD, the relation of two funds; which are 

ra, 4 always and of themſelves diſagrecable, whether applied in 


tone f ary, where it receives it with pleaſure, it is called a con 


ſucceſſion or conſonance. See Sou h. 
It two founds are in ſuch a relation of tine, i. e. have 


We . ſuch a difference of tune, as that being founded together, 


they make a mixture or compound ſound, which the 


# receives with diſpleaſure, it is called a Dijcerd ; 


ear 
COL 


> 


i\- 


on th 


end And Whatever two ſounds make an agiceable 01 d. 
23 azreable compound, they will have the ſame effect teſpectively, 
they be applied in ſucceſſion. See Pu NE and Con CORD. 
As oncords are denomitated 3 intervals, 
i/cord: be named unharmonious ones, See IN 
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 harmonical intervals therein. 


95 1). : 168) 
or more voices join in conſonance, the general rule is, 1: et 
the ſucceſſive ſounds of each be fo modi. that the ever 


barmonical diſtances, there are but few different ways w! 


we ſhould looſe much of the raviſhment of n in con 


3 DIS 


DiscorDs are liftineuiſhed into concinnous and in 


_Tinnous intervals, The concinnous, called by the: neient ©. | f 
Emmeli, are ſuch as are apt or fit for muſic, next to, 114 {| I 
in combination with concords, SE Ts 1 
Thiele are relations, which in themſelves, ate neither ve _ 4 
agreeable nor diſagreeable; and have only a 1 good effect |» bY 
muſic, by their oppolition as they heighten, and "illuſtrats te g | 


more natural and eflential principles of the PRONE we je, IE 


for; as by their mixture and combination with them, be 
produce 4 variety neceſſary to our being better pleaſed. LS P 
Notwithſtanding this, th ey are {till called Diſcords; aa 
bitterneſs of ſome things may help to ſet off the tweetn-! {co tl 
others, and {ill be bitter, | * 
The inconcinnous Diſcerde, by the ancients called 5 „ 
are ſuch as never are choſe in muſic, as having too Si at 3 


harſhneſs in t. hem, tho even the greateſt Diſe ord is not with. = 
out it's uſe. See Con cINNOUsS, Oe. 8 
The eſlential principles of harmony, harmonica] interval, Wn © 


or concords, are but few, in number only eight; the ini. {x 


nite numbers of other ratios, are all Diſcords, Hence \ 18 
Malcolm thews the neceſſity of tak king ſome of the Jets une. 3 


ward of theſe Diſcords, unto the ſyſtem of muſic, = 
In order to this, he conſiders the effect of having none bu 


HFirſt, With reſpect to a ſingle voice, i that ſhould more 


alw Vans from one degree to another, ſo as every note or unt 1 
to the next, were in the ratio of fome concord, the variety, i I 
which is the life of muſic, would ſoon be exhauſted + For : Þ 
move by no other than harmonica] intervals, would ; 
only want variety, and ſo weary us with a te dious 16 Petit [3 „ 
ot the ſame things, but the very perfection of ſuch relation S x 
of ſounds would cloy the ear, in the fame manner as {wet 
and luſcious things do the taſte ; ; which, for that reaſon, t 5 
artfully ſeaſoned with the mixt ire of ſower and bitter. * 
Secondly, With reſpect to muſic in parts, i. e. where tw : | 


voices {hail be all concords. 

Now there ought to be a variety in the choice of thol M 
lucceſlive concords, and alſo in the method of their ſuccethion; WE. 
21] which depends on the movement of the ſingle parts. 8 on 

that 4 they could only move in an agreeable manner 1 
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woo th. 


in they could moye from concord to concord ; and 5 5 


pance, And to this part then, the thing demandes 1 
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et of ways, whereby each ſingle voice, or more in con- 

ce, may move agreeably in the ſucceſſive ſounds, fo as 
b ri from concord to concord, and meet in every note 
| | e ſame or a ditterent concord,” from what they ſtood in 

2 'Y C 11 alt note. | 2 | 5 

Ws 95 | v4 

nin what cafes and for what . ons  Diſeard ds are allowed, 

Wo: 


= rules of compoſi tion _—— j hüt only joining theſe 
© WS ...o confiderations, Cc. we find Th imperte oft muſic would 
3 Ie. without any other intervals than concords, See Con- 
1 pos 1710 N. | 


Behdes the. concinnous Diſcords uſed eg red in muſic, 


; there are ſeveral other di ſcord relations, which happen un- 
5 * \dably in a kind of accidental and indirect manner 

„ 1 Thus an the. ſucceſſion of ſever: 1 notes there are to he. CON 
" WE fiicred, not only the relations of thoſe which ſucceed others 
1 mme ciat ely, but alto of thoſe, betwixt win h othe ON inter- 


| ene. Tow the immediate ſucceſlion: may bo conducted o 
ss to ae melody; and yet amon the 41 Aan notes, 
deere may be very zrols Diſcard As, that: woeld not be e tollerable 
0 B nediate ſucce! hon, and far leſs in conſonance. Thus 
5 taking away one ſpecies, e. £ | that with the greater hie And 
g 


. NarKing the degrees between each term and the next; and 
m tho CN progreſſion be meclodious, as the terms refer fo 255 
oon non fundamental, yet there are fer eral Dijcords amon 

Fo buſy mutual relations Of the terms, from the 1 yy. 


ind i he ſeventh greater, is 32: 45 ; and from the ſecond greater 
RR ſixth greater, is 27 : 40; and from the ſe cond greater 
0, WE... .1. fourth, is 27: 22, Il Diſcord; Ss 

4 8 — Lu Cas N 7 3 A 74 c 6 25 


| l de ſpecics of counterpoint, wherein there is a mixture 
8 ol Diſcorde, SC da led ligurat We JUnter: doln 3 0 q whit P the 
hs wil Wo kinds: That wh 1eremn "he Diſcords are introduced 
py . occasional. i, to ſerve only as tranſitions: from concord tc 
: 1 00 n ; and that wherein the Deard bears a chief part. ol 
ate | 


e harmony, See FliGURATIVE CoUnNTERPOENT, 

. I Upon, the 1 unaccented part of the meaſure, Difcords may 
kran. ntly ' pats without t any great oſfence to the al „ Is 15 
| * Ty up poſiticn, by reaſon the tranſient Dijcord ſuppoſes à 
oncote immediately following it, See Sur 051 CON. 


Ihe harmony of Dijcords, is that wherein the Diſcords are 


: 4% 

ade uſe. of as the ſolid and ſubſtantial part of the harmony. 
1 I * 5 . * * 7 
erb, a proper interpoſit on of a Diſcord, che e lucceeding 
3 Wo i ; =: : \ ns a 8 | 
ep rds receive an additional luſtre, Thus. TRE. "2; Diſcard ATC in 


e hat the ſtrong ſhades are in pain ting g. See Hax MONY 


\ Die ords are the fifth when Joined with the ſixth, : the 
ach Wit 


1 with the fiſth, the ninth of it's own nature is a Diſcord, 
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the ſame note which becomes a Diſcard, is firſt a co: ncord 


a concord, deſcending from it only by the GUN of a gr ar 


| doubled, See Oc TAVE. 


four ſemi-tones, 7. e. 24 + ſemi-tones, a and 48 dictes, 


72 y 7 1 
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the proportion of 16 2, 


Proportion of 24: 


The Diſcords are introduced into harmony with due n+, EE 
parations, and muſt be ſucceeded by concords 3 wh ch 
che eſolution of Drſcords. The Diſcord is prepared by i, 


ſtituting it firſt in the harmony in quality of a concord 
the baſs note immediately. e chat to Which it i; = 
9 * he Diſcard i is reſolved by being immediately 055 Eeede: 


or leſſer ſecond, 
DISCRETO, the Emes C ON DISCRETIONE, which (; 
DISDIAP A 80 Ny or . ON dia pa ſon, a compou 
concord, deſcribed by Fa, Parra 7 as as of 4 : 
8: 2. Sce C ONCORD, 8 1 
The Diſdiapſon is produced Whew the voice goes diatonjcili;þ 1 
from it's fir tt 0 it's fifſteenth found, and may be C alle 1 . 
fifteenth. | | 3 
The voice ordinarily does not go Kander than from E 
fhrit found to the 4 e 7, e. it does not go beyond h 
compound or double octave, for the Hiſdi apefon is all 6 ab * 


The voice may ſometimes riſe Gant degrees above 1» 
Di /diapa;? TA but the eftort Or ſtruge ole disfigures It, and maj Z 3 8 | 
it falſe. | | | 12 4 

The antient ſcale or Ae, only extended to 1 Pi = 
diapaſon. Martianus C apella gives the Diſdiapaſn che p . 
Port: on of 12 : and adde, that it contains ten tones 2 - 


Jz 


DIAGRAM. | | 
Dy SDIA . A SON Alape ite, 2 oncord in W ſex tuple. rat: 


Dr. SDIAPASON- ſemi. Bapents 4 1 conver, 


18 DIA PASON- ditore, 4 compound conſonance, in ti ; 
proport 10:1 of 10: 3 k - 
Drav+. P ASON ſe: mi-ditone, a a compound concord, n e 


* 
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DISSOEUT 10, according to Bali ſenior, | I 


when a ſound in the enharmonic venus is Jowered i 
dieſes, for thereby that genus is dilolved, goo the mußte e 


ee 
or that interval at leaſt, is chromatic; Spondeaſmut, wi WF 


Ariſtides, is the contrary, = = 


DISSONANCE, or Diſcord, a falſe confonanc: qd. WM 
concord. See Concory : and D1scoRD.. = 
A Diſſonance, is properly the reſult of the mixte 1 
or meeting of 0 ſounds, which are di lagrecable 


.M uch are the ditones, tritones, falſe fifths, redundant 
a uy enths, Ce. Diſcnances are uſed in muſic, 
5 ve a good effect, though it be only by accident, See 


l have 2 * 
ScokRb, : 
TE 80 N A N.5 » Sy, Ch. See 8 YNCOPE, 


| 5 SSON ANTE, ſignifies in general, all diſagreeable 

: ntervals. This epithet: is partic ularly given to the ſecond, 
1th, ninth, and ſometimes the fourth, with their doubla 
replies, Sc. as alſo to all redundant and detective inte: 

f as the tritone, falſe fif th, We, | | | | 

„ FF DISTENDENTE Aloniera. Sec MuTATION, 

% daR and Usus, 


DITONE or Ditonum, an interval, comprehending tua 
See INTERVAL and Tory, e 
Ihe proportion of the ſounds that form the Pin 0 
5; and that of the ſemi-ditorie, is 5 6. F. Parran 
kes the Ditone the fourth kind of ſumple « Concord, as com- 
chending two tones, according to Ariſtides, a res iter 2nd 
4 Others make it the firſt diſcord; of viding the Dizze 
:ntecn equal parts or commas, the ne on the acute 
make the greater tone, as allerted by 9 anon de Caur, 
{-ijlides again ſays, various are the divifions of the Hirne. 
1 the enharmonic it contains eight dieſes, in the dia 
ir ſemi-tones, and in the he matic, it is divided into 
5 of a tone, and bas. 11x thereof for it's complement, 


® 


; IE word is formed of the Greet, D 1 4 ad 75 2 8 froice 
—_ 1 i TOND „ on-diapente , or Sem:-Ditona con dichenie. 
Wee SEVEN TH, Maron R and Mix OR, DO 
. DEF ONU M, ad=ditonum ſupt a, dee EPT OI Hy b E Ro 

t FL d itenum infra, See HYPO. | I 
; DIT ON 1] D cum Diopente, 1 1 3 dee 
1 D; * 1s ARU MX Tetrachorcan ultima, es tenta, and 

ia, See SYSTEM. | 

mo DIV 181 ſigniſies, divided into two or more parts. 
FR DIVIS ION, the dividing the interval of an octave in- 
I 2 1 ) a number of tes inter vals, See 19 1 5 RVAL, OCTAVE, 
„lers b EM. | 
we” : 4 bs, fourth and fifth each of them, d vide the octave per- 
7 e, though differen tly; when the fifth is below, and ſerves 

ES 3 bas to the fou. th, the divifion is called harmonica) 


0 101 YE » 0 C 
1 = the fourth is below, tis © called arithmetical, Sce SCALE 
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combination in the gamut; only re is wanting in the urg 


perfect fifth to the final, in authentic modes; and a th 
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To run 2 Diviſin, 15 to play or ſing after the manner; 1 
tove- mentioned, i. e. to divide the intervals of an 0:1 
fſth, fourth, &c, into as many parts, and as agrecably a: pg. = 
ſible, which * entirely upon taſte and fancy, 9 

DIVIT O, denotes 2 grave ſerious manner of play; BY 
fit to infpir- divotion. | | well 5 


D, L A, 80 L, K E, is the fifth note of the feptengt „. 


moſt, and la in the lowermoſt. | = KF 
i) O, 18 1 ſyUable uſed by the Italiaus inſtead of t, . 


reaſon the) kink it more muſical and refonant than , — 
Cauſe of he hes > PYOROUNCIALIO! [ of the letter U in their PO 
OCUATE, ES, 
DOD EC PI. A d Crome, is a name by „ hich 8: 0 
Iialiant call the trip le , in Whit h twelve notes are roo). W 5 


red, inſtcad . four in common time. EE 
Doo ECU PLA 5 Seni Crome;” W with then 1 is o trie + 
it. wherein _ re are twelve notes inftead of 1ixteen, i ar 
bar of en time, "Se TRIPLE and TIME. 1 
01. ſ1g1 nifies 7209, | E 11 
DOM INANT of a made, that found which 112665 | ? 


the final, or fixth to the lOWet: chord of a plage! mo ode. je | 
Mop E And FINA I. nc 
DOMINICALI Salni, in the 5 oh ord h. in ES, 
certain palms, ſung in the VE ets e of Sunday evening. ES 
DOLCE, ſignifies oft, ſibeet, and apreeable; © Wc: 
Dolce e alter a iv veet and agrecable manner, 


"W 
Cam 


o! | q 8 
N © Fn Of nde ba "RE | _ 
DORIC Aade, is the firſt of the authentic mode: af] 


ancients ; it's character is to be ſevere 8, temperedn with . n 


N ande Jo 2 and 1s POE pet Eh nt religious occaſions, 4: 21008 5 ON 
Plato admires the mufic yy th e Dor 10 3 3 ju 1 


Proper to preſerve good manners, as being malcalinc, and 0 


this account, allows of it in h's commonwealth. ti 
The ancie ients had likewiſe their /ub-doric or / irc 


155 >" 0 $ 3 Cn ph al 1 1 "A | 
mode, which was one of the plagal modes. It's charat i ss : 


Mas to be very grave and folemn. It began with! „ 

fourth! lower than che Dor: Ss See Mens. | i 15 A. 
DOSDUPLA 41 Chrome, Ses DODECUPL 4 bY th 
JOU C 53, 3 muſica] I] with ſtrings of We 


— 


4 rormonly called a Dulcimer, See Du CIMER, = it 


J | : | B 1 $4 
| e 


[-- not excced two foot and 2 half, by reaſon no skins cat 
de had to cover bigger. 


n 


S 


8 oa ed, and it's ſound is not diſagreea ble: 


ow 2 py es N 


3 f ron rod in each hand, ſtrikes the ſtrings 
3 _ much uſed except among pupnet-t 1 re 


=? Oar! fagotto, is the tenor to the Hautboy, 


2 [73s l 5 8 * 


barts 6 nly - 
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15 U M. 4 military! muſical inſtrument, of che pulſatile 
kind, ed principally among the foct, to call the ſoldiers to- 
ber, to ditect their warch, attack, retreat, Cc. 
* be body of the Drum is of very thin dak, ben t into : 
Wi; er, and covered with parchn. ent, W K. N 3 ſtrained 
Lor b -1ced more or leſs, according to the height or depth of 


ine tons required, by ſtrings, and Fitruck with flicks, 


Ne height of the D, "177 15 equal to I 5 breadth : which 


I here are alſo Drums whoſe bodies are of bras, common! 


AF 1'ymbals or Kettle Drums, uſed among the horſe, 
o be played on, they are hung or layed a-crots the ſhout- 


ders of the horſe, before the drumme r, Wao With a varie y 


or odd geſtures, beats them with two little iron bars with 
. the end; their ſound is ſofter and more agrecable than 


that Ol the other. And theſe are often ufed in operas, ora- 
© torios, tragedies and Concerts, | 
There are divers beats of Drum, as the march, double 


4 »% 9 
. march. aſſemblée, charge, retreat, chamade; c. 
DUCTILIS Tul. Sce sachur, TROMBONE, 


— 


1 * 
1. 
4» 


1] 1 . | 
DUCTUS, fays Ariſt des, 15 hn we tound fey 


1C\ 'eral 


notes it  conoint degrees, and is eicher called Ductus rectus, 
- ben e ve raiſe the voice or found; or Duttus revert ens, when 
WE we f. "EY or Ductus circumonrrens, when we rife 
Sc ger of Beccare, and fall with that of Bui, or © contra. 


der I DUE, or Doi. See DOI. 


'n che | 


DUET TI, a diminutive of Dus, 4 little air Or fo; ig in 


do parts, or for two voices. 


"DULCE Sucno, See „ 
DULCIMER, a mulical inftrument, with wi re ſtrings 


Ein a triangular form, ſtrung with about fifty ſtrings, caſt 
over 3 x bridge at each end, and the ac 


uter grad lually the ſhor- 
ter, "the ſhorteſt about cightcen nches, and the longeſt about 


thirty fix ; ſtruck with ; 0 iron rods : the baſs ſtrings are 


To be played De. - 
who with the little 


Li 1% 


This inſtrument 


is laid. on a table before the pe: #0: mer, 


ULC{NO, a wind inſtrument, 


+} 70. | ; & 
J \ > f*xT = 1 — 
'S Lie! Wilie Called 


and 15 10. mere 
than a baſloon. | 


Dy O, a long or compoſition tr be performed n two 


* 


one ſung, the other piaved on any nſtrumer:t, 


nr by two voices, "Tis 2 2119 C alle Yo Du 0, W hen twyH vol. A 


& 2 tele. 
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ſing different parts, accompanied with a third, which is 
rongh baſs. Uniſons and octaves are rarely uſed | in Du: 
cept at the begluning and the end. EY 
DUODECIMA, is the twelfth, or che fifth dub. 2 
pee FIFTH; 3 
DUPLA, 4uble, as proportione Dupla, the prope bortion t 
1: 2, 2:4, cf 4: 8, Sc. two chords or ſtrings, that 1» BL 
in this proportion, produce the octave, See OCTAVE. 4 
DupLA Sui Qua- fa, or Nonupla di fem min: Wh 
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tpecies of triple, wheiem nine notes are required 1: b | 
| whereof four make a meaſure in common time, "tis ma, ; | 
| See T'RIPLE. 5 


DURALE, on Duro, bard, 1125 or more proper. W 7 
arp. This name is given to B natural, by reaſon it's { _ 3 
is ſharp, when compared with B mol, or flat. See FIAT, 
SHARP, 2 5 B QUADRO, 1 1 | : It 
UK, in iugues is the firſt voice or inſtrument th EY 
begins, and 1 as 2 guide to the other parts, which i With: 
1 Ii ed comes, or follower 5, dee CONSEGUENTE. | E 
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* * ji trek ted by the air; it is often imitated in muſic, ar: 


3 


on the 5 of an Organ or Harplichord, denotes the 
W note ſound El «Ct mi. | | | EN 
A K de notes A kind : of internal cnc where by We percelve 


| Pa 10 £ of harmony and muſica! As  founds, See Mos 10 
5 * 8 uſic we lem univert. fall to acknovilede fGmerhing like 
. cena ſerie Pg the external one of 18 and call it a 


CH O, is often uſed Net of Pian See PIANO. 
"HOMETRE, a kind of ſcale o rule with ſeveral 


, 8 g a * 4 _—_— 
WD... thereon; ſerving to meaſure the duration and length of 


and to find their intervals and ratios. 


bl 


. 6 5 
% We i I * „ FA i * 1 1 * fy * 90 . 1 FS 7 1 49 4 4 
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i CCL SITY ST ICO Ay, is mulic compoſed in the 


Et; 3 | 9 5 | 1. 
ber of an anthem, Te deum, and ſuch like church muſic. 
7 0 © Go * yu : ER . 


4 I $4 4 | 4: : ; 
CH Us, is a repetition of the voice or 161 und, by it? 
8 Ho to that end are called Ecch55. See = My SIC 
Sometimes the word Bechis f ſtan & | r Piano, to Conify 


"up 22 ... 1 N * 
i the inftrument or voice is to lay 0 0 7 g after a toft and 


. 
* manner. Organs and Harpſichor Js have what they call 


1 „%. See ORGAN, PIANO and HARPSICH ORD. 
. 115 LI Sueni. See So C. 3 LE 
E or Ed, ſignifies and, as Allegre ed andante, briik and #i- 


. 
yy LY: 


ELEVA T IO, the ſame as Arſis, See AR s IS or PEN. 


his word alſo enifies motetts for one, two, three, four or 


parts, ordinarily alone, ſometimes. with Violins or 


oy tes, and very often a thorough baſs, which are ſung in a 


n offic ce in the Romiſh Church, when the body of OUL 


5 cur 15 titted up, whence the name. 


— 


MIOLIA. See Hk EMIOLIA, 
MWMELI Fuoni. See S oN O. 
MPHYSOOMENA. 
MPNEOUSTA. 

NC CHORDA. . wy 8 
| l HARMONICAL, of, or pertaining to, larmony.. 
ö NHARM ONIC Genus, is faid to have been thus 
c Pete it's ſuperior excel :nce, though vrherein it con- 
* LES lifted, 


> Sec STROMENTO. > 
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ſiſted, ſays Mr Malcolm, we have not been able to find 04; 
vas allowed by all to be ſo very difficult that few could ee. 
practice it. | 
"The ſeveral Cenera are divided into diaſtems, upon de 
their differences depend, thoſe of the 8 according t 
Euclid, are two dieſes and the ditanus; J thoſe of the Chron ate, 
hemitonium, and triemitonium; and in the Diatenic, the 
nutenium ot imma, and the two tones. 1 
But under the general names which diſti: iguiſn the Ge Hera, BE - 
there are frreral. intervals. and ratios, which conſtitute „ 


| IE 
— 


 Chroaz or Coleres Genefum, or ſpecies of the Enharmonic, Dis. 


tonic and Chromatic, See CuRoMATICand DiAT OH. 
Mr Broſ/ard better defines the word, and fays, tis a ſpecie 
ol muſic, the modulation whereof proceeds by intervals k. 
than ſemitoncs, i. e. quarters of ae and that it has ti 
285 or ſigns of railing the voice. See DTI ESIS. 
his Fetz ſays that author, Was greatly uſed in the G7 
1 eſpocially in dramatic performances. But as thofe 2: 
moſt inſenſible elevations and fallings of the voice are to 1 F. 


cult, and as they ſometimes make the concords falſe, it 


been laid aſide and even loft, though ſome great author ben To 


made many attempts to recover it. See SYSTEM a! 


GENUS, | W 21 

ENHAR EI ON IC is alſc a particular manner of tuning th 4 nat 

voice, and diſpoſing the intervals with ſuch art, Ur 7 the mc WR | 

lody becomes more Moving, abounding very much In bs * 

or ſemitones. | Ef (0 
The progre mon of the Enbarmonic Giant we ſhall here gu 

the reader from Eaclid's Introduct. Harmanica. 1 


1 Preflambanomenss. 
Hypate Hypaten. 
Parbypate Hypaton. 
Lychanss Fypaton +$enharmmios, 
Hypaie Meſen. 
Fare Maſen. 
Lychanas Meſon 4-enharmoniss. 
Moeſe. 
Trite Synemmenen. 
Paranete Synemmenon benharmmnis: 
Nete Synemmenon. 
Paramsſe. 
Trite Diexeugmenon. 
Paranete Diezeug me non +enbar moni. 
Nete Dic geng menor | 
Trite Hyper bait 0M. 


r - <<. a> a greener) 


E P I 71 
= 17 Paranete Hyper bolœon + erharminiss, 
18 Nete Hhperbelæon. 


0 In Enharmonic Fourth aſcending, and © contra. 
1 E | Fa | 
===: EY 4 W TEE > 
———— — _ MATT HIS ae 4 
. — 
a, - ——— 


es 4 8 ; | | : on | noe: 8 
Ks uA MONIC Dias is the difference between the 
vs BS oceater and leſſer ſemitone. See SEMIT ONE. 5 
4 * 5 ? 1 f 
+ N 4 | by 4: A. See Sr ROMEN TO. | 
MS EOLIC © EoOLIAN node, one of the modes ot the 
i ents, the 3 whereof was A mi la, and the dominant 
-E. and it's mediant, C fol ut. | 


5 * N ; if * A - — 7 ORE”, = * | - - 5 : — 5 2 ” 
The 7 me mad Was litteſt for lyric verſes, as having a 
p > 1 1 


--- ME articular ſwectnheſs mixed with gra” Ity, See 1-YONO, 
HET * { | 

alt, I Pg Lhe Sb or $7 * Eolic, ha T th = > ſame Effe ot; with the Zolic, 

ind was the E 7 vu, 45 fourth lower than it 's authentic or 


F (hi Nat jak 1 ode. | 
m8 EP. is 3 Greek prepoſition, as 1s Hype - both which gui 
era, belt; we find one or wet r of thole words often added 
E 7 the Greek nat mes of fone of the in! tervale of Muſic, a5 | 
x Diateſſaron, 
Pe! . I Diapente, 
| ; i. Diapaſor, = 
Js nm eie, 
ben we meet with them thus in conjunction they intimate 
. the voice that is to follow the dux or A is to take 
. och a fourth, fifth, eighth, c. below it, the third voice 
O oblerve the fame with regard to the ſecond, and the 
urth to the third, and fo on through the: parts. 
| ECISYNA PHE, ſays Bacchius ſenior, is when three 
Fa: nords or fourths are ſung one after n e without any 
. uncttor ly as when we proce ed from the Hy; guten lelruc he 7 4 5 
5 Ve, and thence to s Synemmenn, betwesr which there iz 
nf [Dit eZeuric bn. Me I EMEUTIC ,, 
| FP REF 0. the ſame as Seſqui Fer Zu, a certain ma 
$-£031202! proportion, whereby they meaſure two uncqual 
, r5, in which the greater contains the leſs twice, and 
id part of the leſs remains, as 4 contains 3 once, 
% nMty over, Which i, one third of thice, or tlie lets 
number; 
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number; and 8 contains 6 once and 2 over, which 
one third of fix, See PROPORTION. | 

EPOGDOQ, or Sef/qui wave, is a proportion: 


numbers, wherem to greater contains the leſs once a 
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eighth part of the leis remains, as 9: 8, 18: 16, See 
FOR TIN, OcTAvE and SESQU1 ; 1 
EPTACHORDO,- the: lame as ſeventh. 

81 711 TH, and HEPTACHORD. 
EPTACHOR 1 o Mlajore, the greater ſeventh 

SEVENT * | | Ke ts us 
EPTACH ORD O HAHinore, the lefler ſeventh. 

SEVENTH | | | 
EQUI Suani. See SUONT; 


ESSACH O 1 0 1 707: „ond Minor: 2. the great er an | =: 


leller fixth, See SIXTH a nd HEXACHORD. 
ETTA CHO RDO. See HE ac Hokg. 
EVOV A. See bono. | 
EUTHIA, according to Martianus Capeltc, : 2 


term of the ſ:me ſignification of the 5 ANNE. rect Us, 
the en Cond 10 1 Ne. 779 7 CID... Wok Luc i 8 By C: 
CIMENTO; 5 


i ENCI Bo . ENS. See HYPERBOLT ON. 


#4 +> 


EXCELLENTIUM Terrachorden, Ultima, Ext 


Tertia. See Sys TEM and HYPER BOL Z0N, 


2 X CL U SUS S Sonus, See TRIAS HARMONIC 1 
EX TEMP OR AN F * M Contrapunium. See C 


T ER POINT. | 93 


LAT ENTUS, Exte -nta. Sce PARANETE and |, 
CHANOs, Four ch os of the ancient Greek ſyſtem bear) 


names, viz. Paranete Diezeugmenm, and Paranete Sy 


nen, Lychanos Hypaton, and L. ge hanos Meſon. Sce SYS 
Diviſarum EX TEN TA. See PARANETE DIFzt" 


MEN ON and Sys TEM. 


Mediarium Ex" ENT A. See LYCHANOS MESON A 


ius. 


Principalium Ex x ENT A. See LVYCHANOS Hyr it 


and SYSTEM, 8 
EXT E N TIO. See Us us. | 
EXUPI ER ANS. See HYPEK BOL A0Ny 


. * * 
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5 15 Often ſta nds for the Word For fe. dee Fo ORTE. 

5 . F. or Fa, is the baſs cleff plac ed at the begin ning 01 tlie 

3 lines of a piece of muſic, gener: Jiy on the fourth line Up? wards 
| * o on the third, and on any © other at pleaſure. 8 
indeed the charaters wherewith the F, and C cleffs are 
ES...cccd, bear no reſemblance to thoſe letters: Mr Aalcolm 
L ©: nks it would be well if we uſed the letters themſelves, but 
acm has carried it otherwiſe : The ordinary character of 
55 ? cleft is J: which Kelper takes 2 world of pains to de- 

: Wo 0e by corruption from the F itſelf. See wo ARACTER. 

- | A is one of the (yllabies invented by Guide Aretine, ty 
r the fourth found of the modern ſcale of muſic, rifins 
E Ius ut, re, mi, fa. See Nor E and GAMUT. 
e diſtinguiſh two Fa's in the modern ſcale, B a fi by 
V1! mo! or 5, And Fut Ja by beccare 


5 
eeCLEFF. 


NE 


5 dee B QU A URO, 


The ſounds Which we exprofe 1 hy this le 5 Fake or ſyllable were 


n the Grecian ſyſtem the Parly; pate Meſen, and it's OLA YE 
zher Trite Hyperbolcon. See SYSTEM. 


A fints, or a feign'd Z. is a feint upon that note: this is 
5 * a of every note that has this mark before it h, but 


the mz 
4 % or our E and E more particu! larly, and is whiat we com- 
only call the flat of any note. See E LAT; 1 
AC, is and abbreviation of Facciaia. Sce CAR TA. 


FAC "CIAT A, is uſed as Pag. nay or ſhortned Pag. 
Ed iiznifes the ſame thing. | 
NH AGOTTIN O, is a ſingle Curtail. 

1 DT: TO is the double Curtail, or in | reality 2 

oon, as big again as the former. | : 

F F, 5 tands for Forte Forte, and denotes to DAY ſtrong and 
. COMPO fer ty es Hime F to no barticular time , but ranges ace - 
1 Ang as his fancy leads, amidit various mov ments. difterent 
e. this is otherwiſe called the capricious ſtyle; before ſo- 

ALS A Diminuta, or Deſeltiva quinta, a ſalſe or diſec- 

17 See DAP ENT R or Fip Hp. e 

FAL 50 Berdone, is ſaid © 

„ 
the notes Move all thee l. ae way, az 18 often the Cal ic in 
5 the 


„ | 2 uſical Inst 
3 ſt ſomething like the Rata. See 3 
. Sec Fox TE and Fon r 151M. | 
N 
| F F 7) * AS I A, Fan , 18 aA fort of compoſition. wW wherein 
were uſed there were many of this kind, ſome of which 
* even now, See CAPRIC Io. 8 995 
15 | 
7 the burden Or ground Gals of 
| * 25 „hen it is not exact 10 the rules of ha mon, 


the Pſalms and other parts of divine akon: But the 70 As 


give this name to a certain harmony produced by the acc 
panyments of ſeveral {ixths following one another, whic 


make ſeveral fourths between two higher parts, becauſe W. 3 
thied part is obliged to make tierces with the baſs, 3 


Some are of op; nion that the B of the middle p part mae + 
7 ſhould be precceded by a B mol, to avoid the falſe tc ati 7 
of a Tritone with the Fa in the aſs marked B; others ture 
themſelves no trouble about that, but pretend that on poi 
occaſions this diſſonance has it's beauty; we find example n 
both theſe methods in eminent authors. But theſe things, ont 
Br ard, depend more upon fancy than any juſt rules, cord 

FEIN T or Se: non! A the ſame with what | Is Calict 1D; aan 
gec Drxs1s. e 4 latte 
-- "FAVOR IT O, as Eber Frow 410, is a 5 orus in ve tir 
art ei anploy ed the beſt voices and inſtruments to fine the ga Y gree; 
Catiyos, play the ritornellos, c. this is otherwiſe call: VIE iy 
neck 0 dene or chor recitaute. See REC IA ANTE, ME nc 

FERI O, I brat, I fribe. See OYNCOPE, offen 

Fi ERM 0. dee C. AN TO FERMo. See allo CHAN -T 

F IA TO. See VOL TA E cords 

FIFARO, a fort of little pipe, like a 1 1 
uſually accompanied by a little Drum, and theſe thus c \v 
are called the x and T'abour. See TABOUR and UU E the h. 
IF E, a fort of W. ind muſic, being a ſmall pipe.“ ny ot 
Fx: 1 ULA. | s 17 

FI, one of the harmonica! intervals or concct ab 
See INTERVAL. The Hiſth is the ſecond, in order oi ll F] 
concords, the ratios of the chords that afford it, are 4* 3. the t; 
Ste ChHoRD and Concokn, 3 : Not, 
It is called Fifth, as containing five terms or iouncs ,, 
tween it's extremes, and four dezrces, ſo that in the W pj 
ſcale of mulic, it comes in the fich place or order, 120m ef mi 
Fundamental, See SALE, a 
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The ancients call this interval Diapente, and the Italians 


It preſent, Quinta. See DIAPENTE and QUINTA, 


The imperfect and defective FIFTH, called by the an- 
cents Semi-Hiapente, is leis than the Fifth by « 1 


tone. See TONE and SEMITONF, 


FIGURA, ingeneral, means all ſorts of "ER ak 

iſe of in alle: whether for notes or pauſes, originally 
they were only dots, ſet up and down the ſpaces, and they 
were all of equal length, as they are ſtill in the Gregorian or 
plain chant. - See CHANT. 

Twas about the year 1330 or 12 33. that Fean de Maris 
invented notes of different length, and they are What are 
properly meant by the ſtalian word Figura. 8 

This word means alſo that variety of figures ot notes + of ” 
different value in a ſong, which are the chief ornaments 


thereof, as trillos, quavers, Oc. whence it is called fosurate 
gounterpoint. 


FIGUR ATE Deſeant. See By mis 8 

FIG RATE Countc: point, is that wherein there is a mix - 
tyre of diſcords along with concords. Sce Coun TER 
POINT. 

"Tis a rule in compolition, that the harmony muſt be full 
on the accented part of the meaſure, 2. e. nothiag but con- 
cords are allowed in the beginning and the middle, or the be- 


= inning of the firſt half of the bar, and the beginning of the 
W latter half thereof in common time; and the beginning Or -- 
W tft of three notes in triple time; z. e. not in conjoint de- 


zrees, but by reſolution and preparation, diſcords are abſolute- 
ly neceſſary. But upon the unaccented parts this is nut ſo 
| receffary, for diſcords may there tranſient] y pals witho! out amen 
| offence, See Acc ENT. 
This the French call fubpefition; beet the tranſient dif- 
E cords ſuppoſe a concord ITY following, dee DU P- 


70811 10. 


Where diſcords are uſed as the ſolid and fubſlaitial derte if | 


C the harmony, the counterpoint is properly called the harmo- 
ry of diſcords. See Hakmony and Discorp. 


Mat: FIG U R E, tne fame as the reſt or pauſe, See 

FILUM, is by the /talians called Virgula, and by us 

de tall of a note, as a minim is a ſemi- breve with a tail 

to it, O, > Ne Ses VIROULA and Nor E. 
5 

FIN, Fruate: or . nal, 


the end or laſt note of 2 ors ce 


[ot muſic, | But ie more particularly IL Cans the cloß ſe or aſt 


Je 2 


+4 


note 


76 FLA 
note of a tone or mode, by which it is diſtinguiſhed from all 
others. | 

It in the baſs, the Fina happens to fall on a fifth deſcend. 
ing, and a fourth riſing, the mode is authentic or perfect 


But if on the contrary, it fall on a fourth deſcending, and 
the fifth riſing, the mode is ſaid to be plagal or imperfect 


Ls, 


5 See Mop, Town and DoMIN ANT. 


The Final always requires a third greater, when tis tle 
If note of the piece. But if it be in the middle of a piece, 
and the mode be minor, it muſt rather have a third mino 
than major, See Major and Minor, 

FINALIS P ah ded or Pauſſa generalis, 
and Porn . 

FINIS, 


See Pa Us 


the hd. See Fin. 


FINITO, a cannon or fugue, is fad to be Finn 


when 'tis not perpetual ; but when at ſome certain place, 
all the parts join or unite, after having followed one another 
for ſome time, See CANONE, | 
FINTO, a feint, or an attempt to do Aa nnz and 
not to do it, as Cadenxa finta, is when having done every 
thing proper for a true cadence, inſtead of falling on th 
rioht nal, another note, either higher or lower, is taken, vr 
perhaps: a pauſe brought in. See IV AN NO and Sr OUT 
FIORIT TO isa ſpecies of diminution, which ! IS con, 
monly made at the ending of a endencs. 


Us AF _- | ee n FOR 0 
51 2 ——— 2 = 43 #P--p-#- 
—— e mn waer PS 
JFC ˙²˙ 1A 
8 Sin ple. Double or compound. 


Canto Frok Ir TO, is a ſong full of diminutions, grace 
: paſſages, c. and is indeed "figurate emal. 0 
COUNTERPOINT, _ 

FIORIT A Cadenza, iS a cadence whoſe laſt not 

but one is divided into many of leſs value, See Capgxct 

FISTULA, an infrumert of the wind kind, reſen: 
bling our Flute or Flageolet, See FIU rx. 

Th he principal wind inſtruments of the ancients were tht 
Tibia and Fiſtula; ROUSH. how they were conſtitused, 9 
wherein they differed, or how they were played on, does ac 

ppear. 


FLAG E O LE T or  Flajeatet, 3 is a kind of little Is. 
or a mulical inſtrument of the wind kind, uſed chief, 
che ſhepherds and country people, See FLUTE; 
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is uſually made of box, or other hard wood, ſometimes 
et ivory, it has fix holes "def des that at the bottom, the 
| b mouth piece, and that behind the neck. 
r“ A TS, a kind of additional note, as E, contrived 
together with ſharps, to remedy the defects of muſical in- 
giruments, whereon temperament is required. See SHARP, 
E The natural ſcale of mulic being limited to fixed ſounds, 
and adjuſted to an inſtrument, the inſtrument will be found 
etective in many points; and particularly, in that we can 
MY only proceed from any note by one particular order of degrees ; 
EZ that tor this reaſon, we cannot find any interval required, "from | 
9 any note upwards or downwards, and that a ſong may be ſo 
contrived, as that if it be begun by any particular note or 
+ tte r, all the interva als or other notes, ſhall be juſtly found on 
de inſtrument, or in the fixed ſeries, yet were the ſong be- 
un with any other note, we could not proceed, Sce SCALE. 
= To remove or ſupply this defect, muſicians have recourſe 
a ſcale proceeding by twelve degrees, that is thirteen notes 
d an octave, including the extreams, which makes the in- 
ument ſo perfect, that there. is but little reaſon to com- 
E plain, | 
Wh his therefore is the preſent ſyſtem or i ſcale for ne 
t have their ſounds fixed, viz. betwixt the extreams of 
Ecvery tone of the natural ſcale, is put a ſound or note, which 
I Yards it into two unequal parts, called ſeni-tones, and the 
| whole. may be called the ſemi- tonic ſcale, containing twelve 
tones betwixt thirteen notes, in the compals of an 
BE oftave, See SEMITONE and SEMITONIC SCALE, - 
| Now to preſerve the diatonic ſeries diſtin, theſe inſerted 
Votes either take the name of the natural note next below, 
: ith this character, called a ſharp, or the name of the natural 
note next above it, with this mark $, called a flat. Thus DEB, 
Jer“ Bat, ſignifies a ſemi-tone below D natural, and it is indit- 
Vent in the main, whether the inſerted. note be accounted 
lat or ſharp, | 
| This ſemitonic ſeries or ſcale, is very dl repreſented 
4 the keys of the Organ, &c, the lowermoſt range of keys 
being the natural or diatonic notes, and thoſe behind the ar- 
Fa ones, or the flats and ſharps. 


FLAUTINO, a {mall Flute or Flajcoler, See FL A- 
Priol er. 5 
FLAUTO, > Data. See Flur. OY. 1 
| Fravro Tranfverſs, a German Flute See GERMAN 
FLORID Deſc ant and Connteroie Sce DEsScAnNT 
þ COUNTERPOINT, | 75 


33 


ns. | 


FLUTE, 
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FLUTE, an inſitument of muſic, the fimpleſ of 4 
thoſe of the wind kind. See Mus1c. 
It is played on by blowing in it with the mouth, and 4, 
tones or notes are changed by ſtopping and — the hole, 
diſpoſed for that purpoſe, along it's ſide, 
The Latins call it Fiftula, or Tibia, a pibe; from + 
ſormer of which, ſome derive the word Flute ; tho' B,., 
will have it derived from Flutta a Lamprey, thus called 
 Flutando in Fluvis, in regard, the Flute is long like a Lam. 
prey, and hath holes along it lik- that fiſh. 
The ancient Fiſtulæ or Flutes, were made of reeds, afte, 
wards of wood, and at laſt of metal, but how they ws; 
| blown, whether as our Flutes, or as laben, does not ap 
pear, See HAUT PO. . 
»Tis plain ſome had holes, which at firſt were but ew. by bir 
aftei wards increaſed to a great number : and fome had none, 
ſome were fingle pipes, and ſome a combination of mag, 
particularly Pans Syringa, which conſiſted of teven rea 
bound togather ſideways; they had no holes along them, 
_ each giving 2 diſtin& ſound, in all ſeven different found 
but at what intervals is not known ; ; perhaps they were the 
notes of the natural diatonic ſcale. See F ISTULA an 
DrATONIC. 0 
German FLuTE, is an ruten entirely different frog 
the common Flute ; *tis not like that put into the mouth t 
be played, but the end is ſtopt with a tampion or plug, an 
the lower lip is applied to a hole about two inches and 2 d 
or three inches diſtant from the end, and about half an in 
diſtant from that hole. *Tis uſually a foot and a half lon, 87 Ih 
ther bigger at the upper end than the lower, and perforatcs 
with holes, beſides that for the mouth, the loweſt of which“ 
opt, and opened by the little finger s preſſing on a bra « 
| ſometimes a ſilyer key, like thoſe in Hautboys, Baſſoons, © 
It's ſound is exceeding ſweet and W and it ferves a 
a treble in a concert. 
The bals is double or quadruple it's length and bignefs, bil 
thoſe ene are "uy diſuſed or converted | into Bi 
foons..:[- [5 
FLUTE # Allmend a Erman Flute, Sce Fi UTE 
Flor 4 Bec, a common Flute, See FLUTE. 
| FOLLIA, a particular fort of Mts called f 
_ generality Fardinal's ground. _ 
FOR LAN A, is a fort of dance 1 in great uſe amo 
the Feneliaus. See 84 1 T ARE LL A. 1 | 
FORTE, directs to play ſtrong and loud. 
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ForTE Forte, or F F. ſignify a degree louder or ſtronger 
than Horte. See FORTE. 

FORTMENT＋, the ſame with For TE, which £ ſee, 

Pin Fox TE, the ſame as Forte Porie, 

FOR TISSIMO, very frong, is ſometimes alſo dencted 
by SC and intimates that you play or ſing very laud or 
firong, to expreſs ſome paſſion, &c. | 
FE FOURTH, one of the harmonica] intervals called 
cds, See INTERVAL and ConcorD. 

The Fourth confifts in the mixture of two founds in the 
| ratio of 4.; 3, that is of two ſounds produce d by two chords, | 
S whoſe lengths, Sc. are in that proportion. See Cnon b. 
WS: called Fourth, becauſe containing four ſounds or terms 
| between it's extreams, and three intervals; ; or as being the 
| r e in order of. be natural or diatonic icale Cn thc 
| lndamental, 

"The ancients called it Dia? for: , and ſneak of it as the 
| prit ncipal concord, on whoſe divihons all the reſt depend, 
| which are found by addition to, or ſubftrac oc from this in- 

terval, but the moderns do not: allow it ſo m 
dee DIATESSARON, EN | 

+ ne fuper fiuous FourTH is a diſe ord, conſiſt; lig Of two 
tones major and one minor, called alſo tritone, compoſed of 
atios of 27: 20. Sce DiscorD and P KOORTIOx. | 
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any PEriections, 


lays he, had a dieſis enharmonica for it's firſt | in tes val; the 
ane had a dieſis chromatica, on each fide a ditenus 53 and 
: laſt had a dieſis enbarmonic on each ſide of 2 ditone. 5 
„ Ih And Euclid and Baechius ſenior, add, that 5 fir it ſound of 
aca one kind of tetrachord or Ferrth, was on et thoſe called 
beipicni, as from Hypate Hypatn, to Hypate . 57 2 z the other 
bad one of thoſe called Meſepicni % as from Fare Fi paten. | 
. Ot 0 Par} pate Mean; the ſaſt began with one of thoſe called 
„es ren, as from I. ee EHypaton to Lychanss Mein inthe 
rſt, according to Gaua dentius, the ſemi: tone is loweſt, the. 
, bl cond has a ſemi-tons in the middle, and the third as 
wn FE {emi-tone for it's higheſt interval. e 
N particular ſtop on ſome inſtruments, particu-— 
bly Baſs Viok and Lutes; being firings tyed round ther eck 
ihereot at ſuch diſtances, within which regs nd ſuch notes ate 
al ge found; theſe ſtri ings or Frets are ſometimes, : ver feld eine 
t on the Baſs Violin for learners, and taken oft again When | 
ey can find the notes without them 3-00 Lues and * 
always remain. | 
Fl &1IGIO, rather Phrygio. SecPurycCIay, 
1UGA Authentica & ele. in uniſanc, ad ot aνναẽã 
8 tem, & c. See F UGU * | 
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Ariſto: SEHUS diſtinguiſhes three kinds of For rths „the firſt 1 


Fo Ga per Arſm & Theſm, is if when the guide or lead 1 
part of a Fugue aſcends, thoſe that follow it imitate it Selce ö 2] 
ing ; and if it deſcend the other parts, inſtead of deſcending „im. 7 
tate it aſcending : this makes what the Italians call mot: cont 2 ur, 


FuGA Authentica, is when the notes of the gude 0 1 


leader ſcencd. er 
Fuca Plagale, is when diy deſcend, Or rather the Motes 
authentic and plagal Hugues, are ſuch as proceed in one Bollo) 
other of thoſe modes. 8 | Wea i! 
Fu GA in Conſequenza, is Opry a canon or Pug: Fu 
CANON, iffer 
FC GA Grave, is when the ſounds of a Puoue. are deep e 
low, and the motion flow, See GRAVE. Fe 
FUG HA, tis thus the Halians write the word, the Ns Fl 


they often wh it Fuga, and is what otherwiſe has the nam emp. 
of Ripeſta, R editta, Replica, Conſequenza, Imitations, & e. 


notwi thilanding there is a difference between theſe ware, ee 
eſpecially between Imitation and Fugue. See each in their place . Fl 
-F VG 1 Temephona, is the ſame as Fuga i in uniſons, . N 

Fu A perpetua, is the lane as has been faid of canor * 
See CANON... 5 BY 
Fus A pathetica, a ſoft e moving affecting 7, i") *« 
proper tO exprefs ſome paſſion, eſpecially grief. op 4 2580 00 
FU GU, is when che different parts of a muſica! | com pt U 
poſition follow cach other, each * what the ficſt e 
performed, _ 1 
If the Fugue be made throogh the piece, tis called 75 % | 


Confequenza or Canone. See Canon. But if only it 0 
of the piece, and the inſtrument repcat the ſame 3 1 
either above or below, tis then called Fuga in Unifens. | Far 
if made an octave, fifth or fourth, above or below the evi 
abject, tis faid to be Vg ad offavam, Duintam, or Car. bot 
All the other manners of repetitions, ad Secundam, Tre n 


Sextam, &c. higher or lower, are only efteemed imitations; Dunne. 
which the intervals of the guide perhaps may not be cx-0 Br to 
_cbſerved ; but for an example, ſuppoſe the guide proceed | ich 
onſol nt 2 ee AS, | 5 No- 


i 


and the part which imitate may proceed in 2 ciffenn 
ma mer, as 


MUS: 81 
here are three Kinds of Fugnes, the ſimple, double, and 
F 5 günter l us | 

W The ſingle c or ſimple Fugue, is fome point confi {ting of 
7 ur, five, or more notes, begun by one ſingle part, and 
added by a ſecond, third, fourth, fifth, G c. (if the com- 
n. on conſiſt of 8 many) repeating the fame or ſuch like 
. tes, i. e. in the ſame proportions, ſo that the ſeveral parts 
Follow or come in one after another in the ſame mann er, the 
Wea ing part flying before thoſe that follow. 
700 G 9 F . or Fuga doppia, is when two or more 
} ferent points move together i in a Fugue, and are alternately 
145 and interchanged by the ſeveral parts. See p ART. 

| Fug E counter. Go Cou x TER FuGut. 
ESFUNDAMENTAL, the principal note of a ſons or 
e to which all the reft are in ſome meaſure a- 
5 apted, and by which they are [wayed 3 this note is allo by 
1 whcians called the key to the ſong. Ste Kev. | 
Fi NDAMENTALIS Sens. See TRIAS Ha R- 
Lese A's | | 8 5 
I FUN DAMENTO, is in general, every part that 
Ius or ſings the baſs ; but the thorouch baſs is more particu- 
15 o called, becauſe it is the baſis or foundati on of all har- 
Pony. See Bas and Harmony, _ 
FU RIA, or Con FuR IA, ſignifies with fury or vlan ; a 
It not ſo much in reſpect to the loudnc is of the ſou nd, As as 
| e quickneſs, of the time and movement. ; 
If FA UT, one of the clefs. . See Creve. 


Us A, is one of the notes in matic, called by the French 


Om. 


nat 
* 5 52 1 * ; 2 * 
1 Ahe, the * ftalians allo often call 15 E Hroma, * houre of 
$4 34 


Ar s hmetimes thus „that! 18 Vitha bla Ck. head anda houk at 
ge 01 h | \ 


i 1 1 bottom 


1 mz; and ſometimes with a white one, thus Q; 
fen | | | \ 
$3 U mon time, there are ſour or eight 3 in the bar; their num- 
c to a bar is ditrerent in different ſpecies of tr pie, for 
ich See TxrroLa or TriPLE; this is Our QUAYCT, 
FNoTE, CROTCHET, and QouavenR 
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the treble or alt. Sce TREBLE and A LT: 


| head, or marked the firſt ſound in Guidꝰs ſcale, the v 
: ſfeale of muſic came to be called Gamma ut Or Gamut, * 


times cpering, lometimes along 85 and ſometimes acrof; ( 
oom. 


G AM 


G. 


Ts uſce to ſignify one the cle, See C EY. 
It is the cleff of the higheſt part in a concert, calle 


It appears, that hecauſe this letter Sos + Was iced a at tha 


VU, 


CAMUT. 
-GALLIAR D, a ſort of dance, antiently in great g 
queſt ; conſiſting of very different motions and aftion , fo 


Fa 


times proceeding Terra d Terra, or ſmoothly al: Ing, 5 


7% Hut Arbeau in his Oreheſugraphy ide it, conſiſt f 


of five ſteps, and five potitions of the feet, hie nm \ 
Cancers performed before cach other, and whereof he * 3 


the ſcore or Tablatura, which is of ſix minims, ande 
triple times. Sec TIME, TT LE, and Mixim, 
GALLIA D à, the name of a tune that belong 0 
dance called a Gollard.:* der Ga LLIARD. FD 
It is commonly in triple time of a brisk and lively h hum! | 
and fomething like a jig. See JIG, = = 
GAMBA Leg, as Viola "di ones a Leg Viol, = | | 
View, | "-\ 
GAM, Gamma, GAMMUT, or EG: - 1.08 \ 
ſcale, hon we learn to ſound the "muſical notes, , + 
nt, fa, ſol, la, in their ſeveral orders and diſpolitions. YN 
Nor and SCALE. | 
The invention of this ſcale is owing to Guids Aretine 
monk of Aretium in Tujcany; tho? it is not ſo propeily © 
invention, 2s an improvement on the Diagramma or le 
the Grecians, See DIAGRAM and SCALE. | : 
The Gamut is alſo called the Har monical hand, by aal 
Guido firſt made uſe of the figure of the hand, to demoniir: 
the progreſſion of his ſounds, Finding the Diagramm 0 
ſcale of the antients of too ſmall extent, Guido added ſt 


more chords or notes to it: One below the Proflambanoms 


or ihe graveſt note of the antients ; and four above hes he 
Hperboleen or acuteſt. The firſt he called Hypo Preſamuu ens f 
menos, and denoted it by the letter G, or the Gree# F nes, 


rather N 2 8 ch note be ing at the head of the ſcale, oc ono, c 


the whole ſcale to be called by the name Gamm or Gt. e dc 


GAM 83 
dome ſay Guides intention in calling his firſt note P Gamma, 
s to ſhew that he took bis ſcale from the G nes, Who were 
E.;- inventors of muſic; others are of a different opinion. Be 
q xt as it will, his ſcale is divided into three ſeries or columns, 
2 {rſt called durum or arp, the ſecond natural; and third, 
%% or flat, as repreſented by the following ſe heme. But 
ce 5 8 time, ſome alteration has been made there, 


. „ | The Gait: or Guido's Scale, 
=: | 2e A gur. Hal, Aol 
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The uſe. of this ſcale is to make the nally lages and tranki- 
et Jens from B molle to B durim, by means of tones and ſemi- 
ares. The ſeries of B natural ſanding betwixt the other 
xo", communicates with both; © that to name the chords ct. 
nat. e cale by theſe ſyllables, if we ; would have the ſemi- tones 


M 2 | RT; 


TAOTIONS, 


94 EN 

in their natural places, vz. b, c, and, e, /, then we 
ut to g; and after 5 we go into the teries of B 1¹ 
at fa ; "and after the /a of this, we return to the formers 
721, and fo on: And we may begin at ut in c, and pals in 


the firſt feries at ui, and then back to the other at 2 A 
which means the one tranſition is a ſemi-tone, viz, 


« apply 


* 
4 - 
£ 
* 


and the other a tone la, mi, To fellow the order of B mal ml, 
we may begin with ut in c or /, and make each ſemi. 


after the ſame manner. See Tod E and SEMI-TONEs. 


Hence came the barbarous names of Gamut, Are, H 1 


But what perplexes this work is here with 10 many ſylh bee. 
applied to every chord : and all to mark the places of the 
ſemi-tones, which the Rupie letters A, . c, &C. do as wel 
and with more eaſe. | 


Several alterations have been made in this G amut. M. I 
Tours particularly added a ſeventh a vi. Sr, and the 
2 * y throw out that and ut, and make the nt}; 

we Fel ve for all, as wi il bo ihewn under he article So. fait 
Hee SOLFAING, | 

No 'twithſtanding this (able $7; 8 rejected by our muſich 
vo have made uſe of it in many places of this work, Whkie 
n more than one example | IT wWas necellary. dee 1 
Mop E, Cc. 

AAM M, Gamma ut or ( is alſo the firſt or gr 

no 50 in the modern ſcale of muſic, the reaſon why Hes of 100 

is ſhewn in the Precymang article, it was the Fro fant 


menos of Guides ſca | Bec SY ST EM, 


GAVOTTA b 


air whereof has two ſtrains. brick and lively by nature, and if 


vommon time; each of 1 it's ſtrains are played twice © Vers be 


A: has uſually four or eight bars, and the ſecond con! 
eitht, twelve or more... The firſt begins with a minim, 0 


tuo crotchets, or notes of equal value, and the hand 


and ends with the tall of the hand upon the dominant or mt 
diant or the mode, never upon the Ana! l, unleſs it be 
dzau. (See Rox DERAU.) And the laſt begins with tie! 
of the hand, and ends with the fall upon the final of the 
mode. See DoM IN ANT, FINAL, arid MODE. | 
Tempi di GavoTTaA, is when only the time or movement 
of a Cavotte is imitated, without any rear! bad to 
meaſure or number of hars or ſtrains; little airs ale often 
found in ſonatas, which have this phraſe to regulate the 
(3 AY VEE NN T E, gayly, . EI and ory EH 
GENERALIS Baſſes. See Basso ON IN 
cr On GA No. = 
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'FRALTS Pauſa. See PUNTO and CoRoN A. 


{NERL are certain manners of moving throu: 2h 


167 


i * \-crees or ſounds, and ſenſible intervals, whereof : 
{cave and it's double, Oe. cs Compoted, d, by the Latins call 10 
j Genus: Yee GENUS. 


GENUS, by the ancients called Cesus Meledie, is 2 


Stain manner of dividing and ſubdividing the principles of 
| nclody; f. e. the contonant and diſſonant intervals into 


heir concinnous parts. See CONSONANC E, CONCORD, 


ö * TER VAL, and MkElopv. 


The moderns, after the Grecians, conſidering the oftave 
the moſt perfect of intervals, and that whereon all the 


; concords depend in the preſent theory of muſic; the divi- 
on of that interval is conſidered, as containing the true di- 
non of the whole ſcale, See SCALE and OCTAVE: 


But the ancients. went to work ſomewhat difterently ; the 
diateſſaron or fourth, was the leaſt interval, which they ad- 
nitted as concord: and therefore they ſought firſt how that 


night be moſt conveniently divided, from whence they con- 
| ftituted the drapente or fifth, and diataſo or octave. 


The diateſſaron being thus, as it were, the root and founda- 
en of the ſcale, what they called the Genera 0s kinds, 
rose for it's various diviſions, and hence they define 4 


| Genus par es the 'manner of dividing the tetrachory, and 


poſing i four ſounds as eee. See TEI RA. 
CHORD. | | | | | 
ihe Genera of waſte i it is nereed by A. ien, Bac- 
u, Euclid, Bobtius, and all the. ancients, Were three, 
the barmante, chromatic, and diatomic ; the two firſt were 
variouſly ſubdivided; and even the laſt, thou 2h that is com- 
monly reckoned to be without any "WH yet different 
athens have propoſed different diviſions . that name, 


bvichout giving any r names to the ſpe cles, as was 
done to the other two. See SPECIES, | 


Arijtoxenus, Ariflides, Nicomachus and others, PIER mu- 
Ie 1 into ſeven parts, which are, the genera, e tunes, 
tems, tones or modes, tranſpoſition, and melopeia. 
Ide difference of the three genera, ſay they, conſiſts in 
te different diviſion and diipoſition of the tetrachord. The 
terrchord of the enharmonic” is a ſemi-tone and two diefe 55 
i chromatic two ſemi-tones and a trihemitone, and the dia- 
nc, two tones and a ſemi- tone. 
N the philoſopher, after agreeing with the oe 
uthors above recited, that there are three renera, or kinds of 
ufc, proceeds to a ditinAion between thein, and a diviſion 
their intervals; and ſays, Species vero (eu colores generum 
| frunt 


35 "TEN 
funt piures. In the enharmonic the leaſt interval, & 
calls Intervallum inc ompofitum in each, 1s the ee pat | 
tone, and called Dieſis enharmonica ; in the iow y 
leaſt interval, is the third part of a tone, called 7%, 
maticu; and in the diatonic, (fays he) the ſemi-tone is th. * 
interval, and this is again called Syntonum. So that the (; 
tonic proceeds by the ni tone, tone, and tone riſing . 
contra falling; the chromatic has a different pro greffig: 
the ſpecies differ, but in on: ſpecies, for an example, it 
cceds riſing by a ſemitone, a ſemi-tone. and triemitone 
ſemi-ditonus, oi third flat; and contrarily deſcending. 4\ 
the enharmonic by dreſs, 4465 and ditonus, by Kuclid ca 
compuſrtum | each of Which dieſes is a quarter of a tone. : 
continues, that he ſhall only treat of the diatonic, bec:. 
the chromatic and enharmonic were not, even at his tie 
jo much ufed as the other; and Martianus Capella . 
ſame thing, The reafon was, becauſe the diatonic was cal 
practiſed, and required not ſo cloſe an application as the 
| matic, which was not near ſo difficult and nice as the 
monic, that conſequently required a maſter's skill. 
e ſhall here give the reade; an cho > lyſtem, 25 
down by Vitruvius, which will, at one view, thew in 
manner the Genera difter from _ tee, (See Plate anncy 
On the upper part of the plate are placed the Genera, 
ennarmonic, chromatic and diatonic; then the plate Is ö 
vided into three parts, which are all ſubdivided by five : 
aſcending, which are the diviſions of the five tetraclior "F 
every terrachord is. again divided into three parts by . 
lines, which ſhews the ſounds whereof each is 8 bs 1 
tween theſe dotted lines are written the names of the 
vals of each found in the tetrachord in each of the Cen 
As two dieſes and a tierce major in the enharmonic, two len 
tones and a tierce minor in the chromatic, | and one fem 
and two tones in the diatonic. ; 
In the middle are placed the five tetrathords repreſent?” | 
notes, the white ones are called immoveable, becauſe i | 
change not their places in whatever Genus they are uſe 
black are mivcable, as ſhifting their places according s 
Genus they ar? employ ed in. For the hrit moveable one. | 
in the diatonic and chromatic is a {emi-tone diftant be! 
:mmoveable one, advances in the enharmonic to the Nifong 
of a dieſis, or quarter of a tone, And the ſecond 7704 
one, which in the diatonic is only a tone higher than be 
mot cable, riſes in the enharmonic two tones higher or * 7 Þ 2» 
major, and in the chromatic, « one tone and a ſemi-tou: A i 2 
tierce minor, | | 
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5 On cach ae oppoſite to theſe notes, are written their Greek 
1 FI and theſe again are diſtinguiſhed by figures of two 


torts 151 e Arabian cyphers ſhew the eighteen ſounds acc ording 
{41} Ig Sa 


die order wherein Euclid placed them, and alſo as found 

ſounds according to the diſpoſition they ought to have in a 
bong, w. hich ſhould never be above two octaves, that being the 
EZ] ordinary compaſs of the voice. 

At the bottom of the plate, are marked the 155 tetrachords, 

90 bew tin t each tetrachord has four ſounds, the firſt and laſt 
5 whereof an 7mmoveable, and the two middle ones moveadle, 
the immoveable ones are uſed in common, for the latter of the 


3 B &r axe nis 98 works. The Reman figures ſhew the hit: ft ... 
1 


aft of Mohan the firſt of Synemmenon; theſe three tetracho 
ee om this called conjornt, See SYNAPHE, 

= Butts not fo with SYNC nume non and Diezeugmenm ; for the 
5 upber immov able one which ends Synemmenon, does not beg: 1 
# Diezeuomensm which follows, nor does the lower one of Die- 


BK it is for this reaſon, that theſe tetrachords came to be called 
BE 1); 1 7. 4. diſjoint or ſeparated, | 


21 


en thought of, by moſt muſicians of this time. Nor do 
Ve Jet know all the varities each of theſe is capable of. ) 


tems of the ſeveral Genera, upon which their difference de- 
8 and which in the enharmonic are particularly Di: /ts 
nc  Dite 49, in the chromatic, Ilamitonium and Triemitoniin:, 
en the diatonic, the Hemitonium or Linma and the Tonus, 
But under the ſeveral names which di ſtingu iſh the Genera, 
there are other different intervals or ratios "which conſtitute 
the Colores Generum, or ſpecies of the enharmonic, | og 
natie, aud dliatonic; add, that what is a. diaſte em in on 


2 5 


M _ 6 eee Ea ads cn ns _ * * * * 9 % I Is 3 9 WI) 4 OED * 2 — : 8 
RT. ff ²² ⅛ð 5 e "5 D A . 
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= dieſes | in the enharmanic, therein is a ſyſtem pet in the 


. 


= 0M remains only a diaſtem or interval. See DIAS TE * 
Z D. AGRAM, and SYSTEM. 


GE, R E, Som is one of the cleffs, Ser CIEkrr. 
| GIA, 


tetrachord Hypaton is the firſt of that called Meſon, and the 


't 
Ords 


YH 20:7menn end that called Synemmenon which preceeds it, aud 


BE {The moderns have rejected the enharmonic & ens, becauſe 
W Gy they, it's intervals are fo extreamly ſmall, that they al- 
£4 moſt become inſenſible, and can therefore contribute little to 
* monpy, and at the ſame time ſo very difthcult to be perform 


d, ** it few if any are by them allowed to have practiſedit 
a perfection, and have joined the diatonic and chroma- 
; x tie together, which is the only Genus Melodia known, or 


The parts of the Diateſſuron the ancients called the Dia- 


Genus, is a ſyſtem in another; for a ſyſtem containing we; 
intervals, and the tone of the diatonic being _divi; Jed into 


93 


g 


GRA 


2 
2 2 


GI A, is an Italian 288 fignifying before, as Gia A MW c; 
di Capella, that is to lay, before the 12 of m „ 
CAPELLA and MAESTRO, ww 
GIG A, Greque „ Or G. Tue, a jig © ſome of which are Dave 3 oF | 


low, and others quick, brisk and lively, but arc alw: s in 
Full meaſure, and in triple time; of lone kind or other, ul. 

uaily 3 or *. See TRIP I E. 

NHenage derives the word for the Italian Gi Tiga, a m. fea in. 

ſtrument mentioned by Dante. _ 
6 RADO, degree, when the Jtalians put di G rad). they 
mean by conjsint degrees, which is when the notes riſe 91 fil 
from ſpace to line, or from line to ſpace, without makin» 
any leap of a third, fourth or other inte: val, which leap pb) 
them is called Salts, See SALTO. | 

Di GRADO aſcendente, by conjoint degrees * fins, 0 ut, 

„, Vd. 

7 ; Grano deſcendente, by conjoint degrees Gilling wc fi 
fa, mig re, ut. See DEORFE, Conjoin r, Mops. : 
II. MPO or Tin, 

GRAD UAL, is applied to the fiftcen pſalms (. 
zone the Hebrews on the fifteen ſteps of the temple 00 - 
are of opinion that they were thus denominated, becauſe 
lingers raiſe their voice wy 4 degrees from firſt to laſt. &. 
Fal | 

Cardinal Bona, in his treatiſe of Divine Pfalmedy, favs, th 
fifteen gradual plalms are intended to repretent to the mind 
that we only arrive at perfection of goodnels and holynels by 
degrees: he goes on to Jay down fifteen degrees of wr 
correſponding to theſc fifteen pſalms; five of them ate 10 
beginners, five for proficients, and the reſt for the per fac. 

GRAN DE Trombone. See TRomBoNE, „ 

TRAN DEE. is uſed to diſtinguiſh the Grand C 
rod the reſt of the piece. 

GRATIOS O, means after an agreeable, pretty, 7 grace: 
ful manner. | 
GRAV 2 A very grave and FF motion, lomew:!?! 
faſter than adagio, and flower than largo. See Ab AGI 
LARGO. 5 

GRAVE, is alſo applied to a ſound, which | is of 4 low o 
_ deep tune, See SOUND and TUNE | 

The thicker the cord or ftring, the more grave the it 
or note; and the {maller, the acuter, See Cxorn. | 

Sounds are ſuppoſed to be grave in proportion as che Ss ai 
tions of the chords which Produce then. are more or let: quick | & 888 . 
_ GR RAVITY. I 


| GRAVEMENT T, grave Or A See A* AVE: : 


2 
199 


_ "71 


nom nated | deep or loro. 

| 65 AV-ITY ſtands in oppoſition 10 acuteneſs, which ie 
or aftection of ſound whereby it is denominated acute or 
1% Ses Acurzxzss. 


ng concerned in muſic; the diſtinctneſs and determi- 
Pucneßs of which relation, gives the found the denomination 
Pr .1-1:911cal and muſical, See Mu s1c and Han RMONVY. 

The degrees of Gravity, &c. depend on the nature of the 


LL 


©: 
BB rous body itſelf, and the particular figure and quanti 5 
TH 

* 


boot. Tho! in ſome caſes, they likewiſe depend ON the par 
( hel body where tis ruck. | 


LT) huts, e. g. the ſounds of two bells of different metals of 


| 1 ſame ſhape and dimenſions, being ſtruck in the ſame place, 


> & 


il differ in found; . e. in acuteneſs and Gravity. And 


ö 4 ro bells of the Gs metal will differ in ſound, if they differ : 


(ape and magnitude, or be ſtruck in different places, 


98 in chords, a all other things being equal, if they differ 


| | tenſion, matter or dement! ſion, they witl always differ in 
| FG! ly. | See CHORD, | 

Thus again, the ſound of a piece of gold i 18 c graver 

that of a piece of filver of the fame tape and dimen— 


onal to the ſpecific Gravities. 80 a ſolid ſphere of braſs. two. 


1 
* 3 and in this caſe, the tones are (ceteris pœribus) propor- 5 
5 diameter, will ſound graver than another of one ſoot di- 


ES the matter or abſolute weights 
hat it miſt be obſerved, th. at | acutenefs. and Gravis 


EB loudneſs and townefs, are but relative thing gs. Wee com- 


N 1 ter; SY here the founds are 5 . to the quanititics 
"2s 


V 411 

| crave or low, in.reipect of the former: So that the fam: 
1 4 * ; Fs) wm 4 ? "> © A 1152 dA 37 17 | 
0 | may 00e acute a! nd Sa 4. "pI ALL. ud e PMs 113. 

ter2nt Compariſons, : | 


; 9 ar tunes of a voice or ſou; nd; fo we may ſay one ſound 

WU tune ve th another; When hey are 115 the ! fame de Zree Ot 
| Neih. See TUNE. | | | 1215 
be immediate cauſe. of means of this diverſity of f tune 
8 ug 3 Ne 3 muſicians fix it on the diſt 
; 2 = of the br rations of the on oraus bodies > IT . 
Pe, Gr 2575 may be det; ned a relative Property Of found 
ich reſpect o tome other, is the e "Fe: 4 of 2lefs num; 
7 Vibrations aCCOINP he in the ſame tim of 


[2 — 
+ 
"ow 0 2 dur ati on: * In V. Mi Gil ente alt 10 Alte SITE 18 THE: © fs 
N 


. iv XP 
* Y oy 
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GR A\ VITY; an aſtection of nbd, whereby it becomes 


mn iciation” of Gravity and acuteneſs, is the prinei- 


ö Wonly c: il! mh acute or loud in reſpect of another which 


WS | te degrees of acuteneſs and Gravity make the different 


: 
1 


90 DB V1 
fect ot a greater number of vibrations, or vibrations , 
ſhorter duration. | FF 
If two or more ſounds be compared in TI of 67 mM 
Se. they are either equal or unequal in the degrees of 1, WE 
Such as are equal are called uniſons. See UN 1s01 BW: 
Lie uncqual, nclaging as it were a diſtance het: en 
other, conſtitute what wi call an interval in muſic, 1 
properly the difference in point of Greviiy between the = I 
Tours: Seo Ix TERVA 1 ; 3 * ORs! 
Upon this unequality of difference does the whole effec 4 
pend, and in reſpe& thereof, thoſe intervals are div! 
concords and difcords, See ConcorD and Dies . 
lee allo SCALE. i Fs 
GROSSE guart poſaunc. See TROMBONE 
6 ROSS O Trombine. - See TROMBONE or Sac Nui 
GROUP, is one of the kinds of diminutions of 1. 
notes, which in the working, forms a fort of a Group, |; 
or buſh, | 
A Grop commonly conſiſts of four or more « rotche 
quavers, &c, tied together at the diſcretion of 
| Pore. 
Aſcending. gen ue. 


== 


GUIDA, the guide or leading voice or inſtrument | 
piece of mulic in parts, tis in fugues called dux, and the j 
that are to imitate and follow, are ſaid to be it's cos, 
as the  /talians ſay, in 1 0 zuenza. See Dux, Fug; 
CANON, and Cod sx YEN Z A. 

GUITARR As 2 Tauſical inſtrument of the fl "ring 
1 hve double rows of ſtrings, of which thoſe t 
are in the middle; unleſs it be one for the burden, an g 
lower than the fourth | | 

This inſtrument was firſt uſed in Spain, and by th 
it has the particular denomination of Spagnuola g. Ns 


found in Ie and Aber countries, but more [7 quel 
of Spain, 


"x 
6 5 
98 
85 re, 
2B 
OR 
4h. ” 
N 
FE 4. 
! 
. 
Ss 


rABITU HO & Diferentia,. are terms made uſe of by 

T1 N;comochus,. to diſtingviſh a fort of proportion, “ Fig- 
, fans e, is ratio meaſuring any interval, and difference 
de cxce or - defect of the ſounds with regard to one another. 
| 4 dome arc ol opinion, adds he, that Habi ade G Differe ye 

4 ate the ſame things: but they are in the Wrong; or ONE | 
1 je fame. « 1 to tWʃ , as to to one, but not the fans 
« , 


2 


0 


| * a K tyy 
3 Þ 
7 oh 


Y ting, 01 r pla on any inſtruments, Sce GAM, Ic x ALE; 
q DIAGRAM, : 

| The reaſon of this 3 was, that Grits Arciine 
| Pen juvent ing the notes, ar, Fe, mi, fa, el; la. di! poſed 
Wm cn the fingers „ of the figure of a Hand ttreiched out, 
© No PE. 


(e changed the letters of the alphabet, (till that time uſe: 


of the firſt ſtrophe of the hymn of ot Vobn the Bapliſt 
FE A Jy. Paulus Diaconus. N 98 13 85 


7 7. gueant 1 R R E. fonare i &tbri, 
M, ra ee, 2 A, muli tuorum, 
v0 Lyve foluti £ Abit reatum. 


Sancte Tr0annes. 


; 8 0 or more different notes or ſounds joins 4 together in ace 
i 
E A 


Fx e 


10 N! CA, a term given by the antients, to bat 
of 1 muiic which conſiders the 8 85 e and p! portion of 
3. N with reſpect to acute and ; grave. See Ac . 
EP, and Harmony, . 

SN "MONICA Reg ula. See Moxoc 10KkD; 


_ 
1.4 


4 


15 fe. trained to that of Harmony, in 
N. 2 


in two one is do! ubled, but one contains but 


EF HAND „ is uſed by ſome writers for. the an. 
ent diorama, or ſcale of muſic, upon which they learned 


E pn > the notes,) for thele {ix {yINablcs, which he took 


BE ARMONTA, Harmony, the reſult or agreement. of 


3 1 5 A RM ON TC AL « Compeſition, ina general ſenſe, in- 
the compoſition both of harmony and melody, i 05 
oe Of lonmns „ both ma ſing le part, and in 2 parts. 
©MPOSITION. | 05 3 
In it's more proper and | limi ted. ſe - flarmonical Comp 


7 3 of ö 1 3 ; 
5: Wien ener THY 


7 ws 
4. 


A 


be defined, the art of diipoling and concerting ſcverz] $4.1, 
parts together in ſuch a manner as to make one agree 


whole, 8 » SON G * ; 
The art of Harmony has Ro been known under t!; 
 FRPOINT, 


of * unte 7 nt. | See CG () U N 7 


At the time when parts were firſt introduced, mul beine 


then Very ſimple, there were no different notes ot ne 
the A 37 were in every note made concord. 

This they afterwards called mple or plain cnn! 
dliſtinguiſn it from another kind then Nee OR 
notes of different value were uſed, and difcords 55 
between the parts. Sec Dis coR D and FA K 


* 7% 


This they called frourative counterpcis See FIGURE, 


TIVE COUNTERPOINT. 
HA MONICAL Vnterbal, is 2 
two ſounds: which are agreeable to the car, 


whether itt © 
ſonance or ſucceſſion. See INTERVAL, © 
HARKMONICAL Diviſion, is a diviſion of the 5 
two intervals, which are both good but unequal; this 0 One tin 
ways, Viz. into a fifth and a fourth, or a fourth ang 707 


in the former cafe, the fifth is the” fowelt, and the 0 


top; in the latter, the fourth is loweſt, and ny { oh 


the firſt is the harmonical, the other the arichmetical Jirif; 


Of the Octave 25 


eum 


5 Fe, 4 , 

* —” „ . 
w : 
Boon © 42 4652. 


* — Rs 
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The whole doctrine of the ancient tones or modes is {047 
See HARMONY, Tov! 


ed on theſe diffe rent diviſions. 
and OCTAVE. 

HanmuniCAL Canon, 
Nox. 3 1 

Fanienie AL Man. See TRIAS HaRmorica, 

HARMONICAI. Inter dals are the ſame with « CONCOL4s, 
CONCORD. 

They are thus called as being the only cffential me 
in harmony, Sce HARMON . 

HARMONICAL Proportion, is a fort of prope 101 
tween three or four quantities 
tne difference of the firſt and ſecond, 
he iecond and third, 


7. 


is to the c rence 


interval or differen 6 


See MonocHoRD and. Us 


; wherein, in the former c 


as the firſt to the third; andes 
| | = 4.2 


nul! 


4 F Wigs, 


Bogut 


| 12 JUICE 


Whitecnth or r octave; the fourt th 1:5, a fcventeenth ; 


caſe, the Arent of the firſt and ſecond, is to the 
* 1 the third and fourth, as the fitſt to the "Path, 

75 75 1 there be. three quantities in an hermanical pro- 
tion, the difference between the ſecond and twice the 
0 9 the frſt as the ſecond to the third ; alto the firſt 
ind laſt i to twice the firſt, as the laſt to the middle ore, 

If here be four quantities in an harmoncal proportion, 


te diference between the ſecond and twice the rſt, 18 to the 


1ſt 25 che third to the fourth. 


1 
x 


Cover, tO fuch ſounds as always make a certain determinate 
her of vibrations in the time, that one of the fund amen 
to v nich t they are referr'd, makes one vibration. Sce 


and VIBRATION. | 
| HarMONICAL Sounds are prod us ed by the parts of 


| chords Se. which vibrate a certain number of times, while 
whole chord vibrates once. See © HORD. 


| b 9 this they. are diſtingu: iſhed from the thi: rd, Sth, Oe. 
g 5 Where e relation of the vibrations 15 A: 55 5 * 6, ol 3 0 he 8 


POET „ FirTH, 5c, 


Ide re ations of ſounds had only been FT in the 
| E ries of numbers „% Ri 34 Jfdes 45:45 Se. which pro- 
WB cuced the intervals cal cctave, fifth, third, fourth, Ge. 
And Mr Sauber firſt conſidered them in the natural feries, 


I 2 3, 4, 55 Ce. and examined the relations of the founds 
riſing therefrom. The reſu i is, that the firſt interval 1:2 


un Oct. vez; the ſecond E N the third 1: 4. 2 


* 


1 
+1 


and the fifth 1: 6, a nineteenth, Ke. 


bis new conſiderat on of the relations. of ſounds, is more 
Epaturzl than the old one; and does expreſs and repreſent the 
bole of muſic, and is in effect, 2 al] the muſic that nature 


3 Wnakes without the aiſiſtanee of art. The ſtrings of a Harp 


ord, or parts of a bell, beſide their ceneral ound, Which 


; ÞS: proportionate to their length, tenſion, dimenſion c. do 


i at the ſame time yield 5 ſubordinate and acute! 
Bounds, which à nice ear, with good attenſion, clearly di- 


1 inguiſnes. F heſe ſubordinare ſounds ariſe aan the particu- 5 


ar vibrations of ſome of the parts of the ſtring or bell, which 


. as it were detached from the reſt, and make | {ſeparate vi- 


Ed ations In effect, every half, third, fourth, &c. of 2 chord, 


rivrms it's iu don apart, while a general 95 . 18 ma Ph 


L y the whole chord, Now all theſe ſubordinate ſounds are 
- monica! with regard to the whole ſound: The leaſt acute 
1 1 ch 20 hear, is octave with the whole ſound ; the next that 
| 1 dos 1 t, is a twellth with the Whole fond; „ the nent 


* 
4. 
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Hi \R2MONTICAL Sounds, 18 ail appellat on given by TR 


Be r 
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doctrines into ſeven parts, DL. Of ſounds 3 of inter: my 


ee 


| the moderns, Harmony is uſed in the ſtrict ſenſe of con! 


3 e 


ſeventeenth, till they grow too acute for the car to perceive then, 
Now throughout the whole we hear no ſuch thing as a 6 


that 2077 hg a fifth, or a third, Sc. with the holt 105 _ 

2 = 
none in ſhort but what are : compriſed i in the ſeries of , 
monica! ſounds. Ks 


Add, that if the breath or bellen that blow e 4 wig: : ft AH in 


VE: C1 3 
tnuaily ba led; bat this 5 in the 1 ratio of | CES 5 þ 8s 4 1 us 
oo that it appears, that nature, when ſac makes 28 lt Were 5 * oy 
ſyſtem of muſic herſelf, uſes no other than theſe Kr a 
ſounds; and yet ney had hitherto remained unknown tone 
muſicians : Not but they freq juently fell into them, but it oi 


inadvertently, and without TW ing what they did. \ 1 © = 5 
Deu ſhews that the ſtructure of an Organ, depends nud, had 

on this unknown principle. See ORGAN „ ET 
HARMONICES, a branch or Jivifion of the antem Mi © 
mulic. See Mus1c. YH 23 
The Harmonica or Hagmonicks, are tha 1. WK . 
which conſidered the differences and proportions of 1908 = 5 ” 
with reſpect to acute and grave: In contradiction to X;:4»,;., WF My 
3 op = VIE 

and Metricu. See METRICA and R YTHMICA, = 


900 


— * 
— 
— 


4 


The only part of their muſic the ancients have left usa 18 
8 rable account ot, is the Harmenica, which is but very e 4 . : 
ral and theoretical. 13 


2 wes Maleclm has made an enquiry into the [Tarn e 3 N 
has mianucal principles of the antients: They reduced he 


iy {tem ; of the genera; of the tones or modes; of munten 


and of melopœia. Sce cach conſidered under it's prove: :. iP, 1.e 
ticle, SOUND, INTERVAL, SYSTEM, Getus, © 


HAR MO NY, the agreeable reſult or union of & 


| N | mut 
muſical ſounds, heard. at one and the ſame time, Fu 
mixture of divers ſounds, which together have an el. 7 
grecable to the ear, See SOUND. | 


A continued ſucceſſion of maſical ſounds, proguers n melodr; 
ſo does a continued combin, ition of theſe produce Hai my WY 
Sce Me Loop. = 

Among the ancients however, As alſo ſometime: amor 3 2 


nance; and it 13 equivalent to ſy mphony. See Cox sR 
and SYMPHONY. 

The words Concord and —_—_ do really f Leni - 0 
ſame thing; tho' cuſtom has made a little differenc ce ber 
them. . is the agreeable effect of two wunde! in . 
ſonance, and Harmony the effect of any greater ni 
agr ccable ſounds in conlonance, Sce Cox CORD, 


SS On 98 


Ag , Harmony always implies conſonance ; hut concord 
_ 7 ” applied to ſounds in ſucceſſion; tho” never where the 
| terms can ſtand azrezably in con! ſonance: The effect of 
-n aorecable ſucceſſion of ſounds, is called IGG, and that of 
1 agreeable confonance Harmony. | 
T 12 ancients, fays Mr Malcolm, ſeem to hay © bl entircly 
BE encqual ainted with Harmony, the ſoul of ders muſic; in 
EZ i! their explications of the me lopœia, they ſay not a word 
ot concert, or the Harmony of parts. 
5 We have inſtances indeed, continues that author, Gf their 
T oining ſeveral Voices or inſtruments j in confonance : but then 
| thoſe voices and inſtruments are not ſo joined, as tha it each 
bach a diſtinct and proper melody, ſo made a ſucceſſion of va- 
odus concords; but were elther uniſons or octaves in every 
note and fo all performed the ſame individual melody ly, and 
5 conftituted one ſong. See SONG and SYNAULIA. 
E When the parts differ not in the tenſion of the whole, but 
E in the different relations of the ſucceſſive notes, tis this that: 
E conſtitutes the modern art of Harmony, See Music and 
MeroPok IA. „„ N l 
Harmony is well defined the ſum of concords, ariſing 
from 2 combination of two or more concords; 1. &. three 
ol more ſimple founds ſtriking the car altogether, and different 
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O 
E compoſitions of concords makes different Harmony. 


To underſtand the nature, and to determine the nuraber 
ind preference or Harmonizs, it is to be conſidered, that in 
= every compound ſound, where there are not more "WA three 
e ones, there are three kinds of relations, primary 
| clation of every ſimple ſound to the funda N or graveſt, 
3 whereby they make different degrees of concord with it; the 
I tua! relations of the acute ſounds, each with the other; | 
We whercby they mix concord or. diſcord into the compound: 

| the ſecondary relation of the whole, whereby all the 
ems unite their e Ir coincide more or lefs fre- 


. 
n N 


arne 


Sappoſe e. 2. four ſounds, A, B. C and D, wherof A 
the gray eſt, P., the next, then - C and D the acuteſt.' Here 
b ame t. al. and the relations of B, C, and D, are 
mary r 5 5 tions * So if B be a third greater above A, tnat 
mary relation is 4: 5 and if C be a fifth to A, het pri- 
a ation is . 2; and if D be an Oodave to A, hat 13 
=” For the mutual relations of the acuts terms, B. 8 
they are had by takir Yea Primary relations to the funda- 
entzt, and ſubſtr. cting each * froin each greater, thus 
8 ch ' 5 : 6, a third leſſer ; B to D, 5 32 85 8, a ſixth; leſſer, c. 
'y, to find the ſecond, ary relations of the whole, ſeek. 


we 


. 


. a. 62 — — IE 
* A * = 


— you a 


there is a diſcord, viz, the ratio 8:9. Again, ſuppoſi 


tions, which muſt be all concord. So let any number « i 7 50 


are to be conſidered. I he perfect: on of Hormonics dopend 
all the three relations; it is not the beſt primary rela- ion t 


e n 


ſtand together, becauſe of the diſcord of the mut. wal | 


96 ; = A R 


the! leaſt common divie 0 nd 0 all the leſler terms ©! UNE F 7 W 
of the primary nclations, 1. e. the leaſt number that if WAY nic 
Aided by each of PERS exactly, This 1s the thing {ouh., | UF 


and ſhews that all the ſimple ſounds coincide after 0 mn en 
vibrations of the ſundamental, as the number e Kpreſſes. 3 

So in the preceeding examp le, the leſſer terms of the thwe ; the 
primary relations are 4, 2, f, W hoſef leaſt common dw ide, WS tio! 
18 4 conſequently at every fourth vibration of the fandar men. por 
tal, the whole will coincide, Now Harmony we have h : lou 
ſerved, is a compound ſound, conſiſting of two, three, & / 
more ſimple ſounds. | | : : qua 

It's proper ingred! ents are concords ; ;..and all difcords, * _ bv 


leaſt in the primary and mutual relations, are abſoluteh . tic 


bidden. Tis true diſcords are uſed in muſic, but not F 5 the 
themſelves ſimply, but to ſet off the concords by their co; MT mat 


traſt and oppoſition. See Concord and Drscornd. i 9275 

Hence any number of concords being propoſed to #11 WE © * 

in primary relations, with a common fundamental; we Ji aun 

cover whether or no they conſtitute perfect Harmony, by ful. © 

ing their mutual relations. 8 
| Thus, ſuppoſe the following concords or primary teln, N 
V1Z, a gieater third, fifth and octave given, their mutuꝛl u. 4 

Iations a are ail concord, and therefore may ſtand in Harm, WE 

For the greater third. and. fifth are to one another as -$:h bs 
a lefler third ; the greater third and octave as 5 : 8, kn 


ſixth; and the fifth and octave, as 3: 4, a fourth, = + 


fourth, fifth, and octave be propoſed, tis evident they cannct 5 


3 Te 


=> 
ſtand in Harmony; by reaſon, betwixt the fourth and H 


any number of ſounds which are concord each to che ner 3 


from the loweſt to the hi; gheſt; to know if they can ſtanda | ih 


Harmony, we muſt find the primary and all the mutual rel 


ſounds be as, 4 55 6: 8, they ſtand in Harmony, by reg: 
8 n each to each 1s concord: But the following ones cal u. 
4: 6: 9, by reaſon 4:9 is a diſcord, 5 
"The neceſſary conditions of all Harmony then arc-cor 
cords in the primary and mutual relations; on which 0911! 
a table is cafily formed of all the poſſible tes But to ce⸗ 
termine the preference of Harmonies, the ſecondat; Fon £1975 


makes the beſt Harmony : For then a fourth and à n me 
be better than a tourth and fixth, whereas the firſt two c 


nor does the bel ſecondary relation carry it, for de wor 1 r 


| 


2 
47 


FT 1 a fifth, whoſe fecondary relation with one com- 
5 mon fundamental, is fix, be better than a third and fifth, 
JT: ſecondary relation is ten. But there alſo the prefe- 

| . rence is due to the better mutual relations. Indeed the mu- 
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1] relations depend on the primary; though not ſo as that 


| Z ce beſt primary ſhall always produce the beſt mutual rela— 
ton However, the primary relations are of the moſt im- 


portance 3 and together with the ſecondary, afford us the fol- 
owinz rule for determining the preference of Harmonies. 


1 
BEES 5 7 1 
- dls af ed i 


tne ſe condary of the other, we have no certain rule; the pri- 


1 5 


x r 
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tuned ear muſt be the laſt reſort in theſe caſes; 
HA RMONY is divided into ſimple and compound. | 
Simple HARMONY, is that to which there is no concord 


e 


v0 the fundamental above an octave. See Oc TAE. 


The ingredients of frple Harmon ny, are the ſeven origh- 


> 1 fimple concords, of which there can be but viohteen dif- 
BY ferent combinations that are Harmony ; which are given in 


W { following table rom Mr Malcolm. 
1 The table &f famiple Harmonies 3, 
FT 
4 3 y Relations, - Se da ry Relatins, To 
$5 - = Sve 203d grt, 5th - 44 A . 5th - - 8ve 
WE 4th - Sve 303d Jeff, 5th - - 5 leſl. 5th - ge 
q 16 th orcater 8ve 3 4th | th Art. 3 41 12 — 6th ort. Sve | 
We; zreater 8ve [413d gtt, 6th grt. 12030 Ert. 6th grt. 8Ve 
ö 3 30 ſeſſer 8ve -{512d leſl. th lel. 513d Jef, bth ef, 8ve 
; 0 leſfer 8ve Sh - - - Oth lefl. 15 % th - th leſſ. 8vc 


— 4 


T beſe arc all the poſlible combinations of the concords that are 
FE Harmony : For the oQave is compounded ot a fifch and a fourth, 
or c fixth and a third, which have the variety of greater and 
leſſer; out of theſe are the firſt fix Harmonics compoted : Then 
ö Ty fi Ich being compoſed of a greater and leſter third, and the 


if 


th of a fot urth and third; from theſe proceed the next 25 4 
Jof the table: Then an octave joined to each of thei: 
nase the laſt {1x of che table 


4 & 


The perfection of the firſt twelve, is according to the or- 


ee of the Able; ; of the firſt fix each has an o dave, and their 


i | —_— 


PretC! ne: 


i Comparing. two Harmenies together that have an e- 
E 0 qua number of terms, that which has the bef! primary and 
ondary relations, is the moſt perfect, But in cafes where 
de advantage lies in the primary relation of the one, and in 


mary are certainly the moſt confideroble z but how the ad- 
EY vantage in theſe ought to be proportioned to the diſadvantage 
of the © they, or vice verſa, we know not. 80 that a well 


— — —— ec ace 
——ů— — Low Paws - 
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an triangular figure, and placed an end between the 


See LU r E. 


8 is according to the perfection of that he 
concord joincd with the octave, - For the next fix, t 
ference is given to the two combinations with As 


whereof that which has the third greater is the beſt þ 
the laſt fix, they are not placed laſt, becauſe the leaſt - nerf 


— hy '# 


but becauſe they are the moſt complex, and are the mixture. « | 
the other twelve with each other; in point of S n, . ther 
are plainly pre! erable to the preceding ſix, as havin g the 6 = z 
ingredients with an octave mo _ 
Compound HAHMON NY 15 that Which to the 5 I 
one. octave adds that of another, | | = 
For the compound Harmonie, their varieties are e = 
out of the combinations of the finple harmonies: eta 
cctaves. | e 3 
HaRMoNy again may be divided into that of cone 4 
and that of diſcords. See CONCORD and DISCoR », . 
Ihe firſt is that whic ch we have bitherto conſider'd, r. = 
nothing but concords are admitted, | = 
The ſecond is that wherein difcords are uſed, and mi! . T 
with concord. See HARMON CAL Co POSTHT ION 5 
Sometimes the word ee is applied to a ſingle 9. 
when fonorous, clear, f. loft, and ſweet; or to a finz'e ir ms 


ment, when it vields a ver) agteeable ſound: Thus we % Ml : 

the Harmony of her V Oice, of his Lute, Sc. | =—_ . 
For com poſition. of Alarm CNV tee 15 AR oN x L Con. | 

5 = | 

_ HAR P, a mu} cal inſtrument of the eng kind, bein: 


WWwi.s 
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Ron 


e 7 
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R 
A 5 N bu _ — 8. 1 "EN © 

fx) Bo hl FD] {> ot" 

— PFE ˙ 1. ee. 
e 


be pi: ved on. | 13 

There is ſome diverſity in t e ſtructute of Harps. Th = 
4s trip] le Harp has hy venty-eight ſtrings or choc „ | 
which makes tour 23 es ; the firſt row is for {:mi-tons A gr 
and the third is unifon with the fi Flt there are two r0w: 1: Or 
pins or fcrews. on the right fide, feryi ing to keep the ſtri. : 
tight in their holes, which are faſtened at the other er 3 
three rows of En on L the upper fide. A inſtrumem . 
ſtruck with the fingers and thumb: of both hands; 7. 


is like that of the 89 inet; all its ſtrings go from ſemi t the! 
to ſemi-tone, WI hence ſome called it the inverted £ r0y 


See 8PIN ET. ä = 3 
; * x ; 4 3 : . 1 8 i : 
It is capable of a greater degree of e than the Las 


King David is uſually painted with a Harp in 11: 1:1 
but we hun ve no ttimo: ny In all a antiquity, that the 77:4 * 25 
Harp, which they ca led (inn, was any thing + =: - 


— 


Van 70 Heo: ee mers! 04 Sauen Mic haba us, we ſer ty 4 0 


* 

HA R 
nuſica! inſtri uments, they are be Ott) of them very 
Harp, hai ing only three or. no 
: ler, and Dr Caiio e after him, will have the Larp to 
E” Have its name from the as aA POP Th Italh : 


Who: were 
fri} that invented it, and from WiOM it Was bor row d by 
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dig ITC ent 


ther RATIONS, 
| oft [2 "+ {1/99 16 1812 N 1/7 #1 © Wi F | 5 
2 JF. CL VEE 74 », G1 Lare 10 1 *. Among t Me | 10, $ a Se Ko: Y R A 
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dy © ; ! LT ; — 3 
N 3 ue” J. *, et tilt Bark 77 "It's Harp, 
(r FP! e . -hilliaca, C: ia B rit And Canat 


\W +lenape, &c. derives the word from the Latin Hurpa, and 
W tht from the German Flerb or Fer if, Others s bring it from 
dee latin Carpa, becauſe touch'd or thrum 'd with the finger 


Dr Hi, derives it from 57 p, or I leur pa, which ſigni fy" 
de tame thing; the firſt in the Language of the Cymb Iris 
W th- ſccond in that of the Anglo. Saxons,” 
Y The Enzbifh 1 Prieſt, WhO wrote the life of St Den, 
3 and who liven with 6; im in the Ath Cent ITV. ſay To „Cab. 
1 dy 12: -& amp/it Secum ex mire 


Cy y 7 7 Gr (1737 . eh 155 


e A m Vocd nus. Which intimate the word to be 


1 
17! ; Sax ON, 


HARP EGOGIATO, or Hazyrccis 


* 


the ſeveral ſounds of one accord to 
. but d 'itinMMy one aftet the other 


er, beginiiit ing witl 
at pleaſure, but commonly with the owett, 


. \ \PSIC OHRD, or HA RPS AL, a muſical in- 
ument of the firing kind, play 4 on alter the manner of the 
Open. See ORGA N. „ 


The Italian; call it Clawe Cymlala, and the French Glen 
Trans, in Laiin tis uſually call'd Grave Cym} alum, "2p 
why deep Cymbal. The Har pfcherd is 


urniſhed v With a oe. 
nd. fo; morn two ſets of keys, The touch ing or 1 
F cle l s, move a kind of little jacks, which move a double 
our of chords or firings of hraſs or iron, ſtretched on the 


2018 97 IL} > inftr rumentr Over four | bridges. See M1 ($48. Þ 7 40 
armonious of all the ſtring 


A "_ * inflrument is the moſt ha 
e ſhall give the rea der the follo 18 


Fa 
WING Enden con 
Ning ie : 1 


ſieniffes to 
he heard not to- 


it thing rn to play on this as wel! 

5 Other inſtt ument, wry 70 3 the gamut, Or ſcale OF : 
ME dy wrote, with the notes names, and their places a- 
{op | 0 2 | IT! ng. 
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mong the five 


lines, 
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In order to which, know that 
d on two fare 


leſthns dell 81 d for this inſtrument are brick 


each conta 


of- it: 


Zee Fra F. 
bats cleff mark'd 


alſo at the beginning. 
But chat this may be the better underſtood, we 


:ining five lines. The upper one of which fave: ; 
rains the treble, and has the proper clett ſet at the begin; 

And the lower line or ſtave Tas 0 
See Bas: c 
he of © * elt 


the figure of the front of the 7Jar/ichord with all! 


| clearly explained, 
in order to found 


them. 


S-e Plate Mnexed. | 


It muſt be obſerved in this 


above the trible ſtave, are calle in 
ſtave are 1 07 515 z 


lines, wht: 


ch are 


Tr 


7 HY oi te for 


is always the middle (/e 
Le n te obſe ved, 
the Gamut 
Dy. number ecntained in man" y 
late ye ears; 


made here of 
550 


alt C: 
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Gi 


88 I's Li 
42 FE? Ht 


with the notes and what keys 8 0 


1 8d cho fe be owths! 


theſe notes are help'd by add 


ied Ledger 


INE 
| Be {des he 12 95 Cleits al WOVC monty 
Tenor wick Vnich is uſed when th © 5 - 
's x5 this ( [ff is generally pl 
lower lines, and ſometimes on the ti 
hs your inſtrument. | 
at in the foregoing eXai pe fo 
here are twer, ty-nines white keys, {wiuc! 
Harp) iichords, 
to Wb. -Þ they add LE ab 


Lines, 


A 
* ned, 


See Lav: GI 


there is al fe 2 


w, ſome times to the number of thirty- ſeven. } 


vi tr; 


1 
are allo twenty 


black keys, ſomewhat 


ſhorter than t& 


white ones, which are placed between them, and ſer v4 


Flats aud Sha: 

Tween Aan 
between A at 
for the reſt. 


3 Bb, and , a 


P as the ſhort key th 
= ferves for both G $ and A 8, the hor! 
B ſerves alto for A rang” B by Oc. alli 


If any note therefore has a Sh arp before it, 
ward or thort key above it muſt be touched; and if 
2 flat before it, the inward key below it 


all the 
them, 
Alſo obſerve, 


inward keys, which 
id ſharp to thoſe below them. 
that between Band C, and between E 1nd 
F, there are no inward kevs as there are berwans the 0. 


12 
ai 


and o on 1 
Hats to the plain Keys 3 OS Tt 


See 'F; LAT 


by reaſon they ey have an interval but of ſemĩ · tone betwee: 
As to the notes and c 


the notes called 


the ſemi-breve, 
temi-quarer, and demi- ſemi- -quaver, which fee. Nez! 
an 4 20; 2 


the characters, which are of ſharp, flat, 


their fig. ares 


See ally Frar and SHARP 


haracters in muſic, there 
minim, crotchet. 


» a 


and their uſe in muſic, ſee CaaracTtil 
„ and NATURAL, | 
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# 1c. and are of different lengths; as the ſemi- breve- reſt, 
5 minim reſt, crotchet-reſt, quaver- reſt; ſemi-quaver -re(t, and 
demi-ſemi-quaver. See CHARACTER. | 

F There are yet other characters uſed in muſic, ſuch as dires, 
WE bich are uſually ſet at the end of a ſtave, to dircet. to the: 


——_—— 


dee INDEX. 


= vo kr ferves to divide the time according to its meaſure, 
WE hether common or triple, 1 he double bars are fer. to divide 


WE tho rains of ſongs or tunes. r= | 
1 


cart of a tune muſt be play'd over again, 8 from the note 
. i placed over. It is alſo fignified thus: ||: 
Thus are all the notes and charaQters of muſic ſhewn at 


5 . CESS OE 

GI 3 | 8 
| e , In 7 
e 


ES chic time, for which fee TIME, Common and TRIPLE. 
As the notes and characters cannot be alter'd in fetting the 


CE 90 e 


quick; where ſometimes the ſcmi- breve 1 is requi ired to be 
equal to three minims, the minim to three N De. 


= 
= 


ey make uſe of a dot « Or point 2 FE 


— A 


way 


. 


3 . Aua to ture, and ſo of the other notes, 


| FT”, 2 ot PD 2 
* TR TIT r Tir [I 


* * 9 
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11 the next place the graces are to be treated of, which g 


5 3 Ho to Mr Lambert are theſe, 
1 | | . N lain 4. 
* 'rf.a Shake, which! is thus marked | S 


Next 2re the reſts or pauſes, being thoſe uſed to denote 


ace of the firſt note of the next ſtave, as p-- eprom 
There are alſo two ſorts of bars, viz. ſingle and double; 
A Repeat which is thus „&. is uſed to ſignify that ſuch a2 


large. now it will be neceſſary to ſay ſomething concerning 


Fine, but always remain the fame in triple or common, in low 


For the ſex-breve 


rally contains but two miniins, but this point males it 


— — 


7 

| 
| 
| 

13 
} 
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thus e 2 


85 turned thus — — 


and the beat from the note below, and that in Ager 


and Sve, and imperfect as 34, and bth, Sec Furs 
Oer Av, G. | 


Flat fifth, ſeventh and ninth. Altho' the ſecond and vin! 
are reckon'd the ſame, their eo ES are yet diefen 


one ren, 
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Second, A Beat, thus = 2nd explain'd thus Sy 


— = #75: 


/ explain d. 


Third, A orte, thus = —— 
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Fifth, the plain note and ſhake thus marked — . 
== 


2 4 = 8 £ +: 2 s — Ks * 
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5 2 * * 8 | 4 ä 4 
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5 girl, The Turn, thus — 2 a 5 And the Shake, Y if 


— 


22 * 


It muſt be obſerved, that the ſhake is from the note edo 


thumb is counted nrit, and ſo on to the little finger, vr 

the fifth. 

Muſic Cons of Concoi rds, and Diſcords. See Conc op; 
Concords are either perfect or imperfect, perfect as 4th, 30 


The diſcords are, the ſecond \ Tritine, or ſuperfluous fourth 


The common chords are 3d, 5th, and 8th. = © 
© "There are two forts of thirds and fixes, flat and ſbarp. 

A flat third contains four ſemi-tones, and a ſharp tl. 

five; a flat lixth, nine half notes or ſemt tones, and a ſhan 
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Common chords are to be player on any note, wherein no 
f-xure is put, except when you play in a {harp key, the 3d and 
th above the key then naturally require a 6th ; but if vou 
play in a flat key, then a oth is required to the ſecond and 
Cventh above the key, unleſs otherwiſe mark'd. Sce Kry. 
All keys are either flat or ſharp, not by what flats or ſharps 


at 30; and a 4, a ſharp one, if there be no figure with it. 

might have given my readers rules and examples for playing 
thorough baſs and tranſpoſition, but that would be intruding 
too much into the Muſicians province. 


the wind kind, with a rec d to blow or play withal. 


long, the tenor goes a fifth lower when blown open. 1 
[t has only eight holes. The baſs | 15 ye foot long, and has 


E eleven holes. 
The word is French, Haut- bois, g. d. High wood; and is 
A viven to this inſtrument becauſe its tone is louder than that of 
E the Violin. , 
E 1: i played on much after the manner of the Flute, only 


tis founded thro? a reed, 
This inſtrument is thus held ; place the left hand uppermoſt 
next your mouth, and the right hand below ; and the contrary 


Vith left handed people: and there are eight holes on this in- 
YH ſtrument, two of which are under braſs keys, nevertheleſs ſe- 
1 ven fingers will be ſufficient to ſupply them; as for example, 
Ust the fore- finger of the left hand cover the firſt hole, tie 
. N cond on the ſecond hote, and the third on the next hole, 

I which is a double one. In like manner the fote- finger of the 
aht hand muſt ſtop the next hole, which is alſo 2 double 
ene; then place the ſecond of the ſame hand on the next hole, 
ben the third finger on the loweſt hole in view, and the little 
finger will command the two braſs keys to open one hole, or 


} ſhot the other, which is Wye opens The double holes ſerve 


for ſemitones. 


F Thus all the 3 of the pipe eos flopp'd blow. 1 
hat ftrong; and it will ſound diſt; nctly the note C aut, 


| ich is the loweſt note on the Hautboy. 


HAUT CONTRE, the Counter Tenor or At. See 


1 1 * 


. HAUTDESSUS, the firt Treble. See TREBLE. 


7 HEAD, as of a Lute, { Se. is the place whe! En pins or pegs 


Colt 


Pie ſcrewed to ſlacken and ſtrætch the las. See LU T E, 


. ono, STRING, HARFSICHORD D, H. HEMI. 


arc {et at the beginning of the tune, but by the third above | 
the key. A . ſetover any note, ſhews that it is to have a 


HAUTBOY, or Honor, a fort of muſical viftrurnent : 


The Tlabey is | ſhaped much like the Flute, only that it x: 
ſpreads and widens towards the bottorn. The bie! is two foot 
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HE MI, is a word ſeldom or never ſound but in COntpoſs 
tion with ſome other word, as Tone, Oc. where it [i2nife 
half, i. e. where any word is preceded by Hemi, it is therch, 
diminiſhed of its half, as Tone intimates a whole tone. by 
Hemitone is but half thereof, aſe" is the Game with what ys 
call ſemi-tone. | 

HEMIT UVONO, is a name given by the Tralians to T 
ef the intervals of muſic, by us called a ſecond of a ſemi tone; 
of this there arc two kinds, major and minor; the, tone . 


6 San to contain pcarly nine commas, which Muſicians « vide, 


nd make one half contain five commas, and the other by 


four; that which contains five is the ſemi-tone major, and that 


which has but four is the ſemi-tone minor. See SE COND, 
HEMIOLIA, otherwiſe SESQUIALTERAL, is for 


of proportion, wherein the larger number contains the mall 


once, and a moiety remains as J: 23 #3. Cc. See Pro. 
PORTION. 


This name is more eſpecially given to a ſpecis of Tripte 


or the ſquare ont 


contains two times, and the lozenpe but one, and two black ons 
with a tail, (called by us Crotchets ) are required to 


make a time equal to What Is exprelicd by tle lozengt p 
[| 


This | is called Hemislg ma op; are, pk in this t wed 2 
Tare | is beat low. See ME AsURE and CROTCHErT. 
And if the note of the greateſt value be a black lozers: 


1 equa] to two times, and our crotchet is half tier 4. 


* 


when this happens ile meaſure } n beat quick, and Calls 4 He 
miolia minor. Ro | 
But be t beſe notes uare or Jozenge tis not neceſury : 


place any ſign of obey time before them, the colour an! 


figure of them enough i diſtinguiſh it. And when theſe c10tes 
come to be whi te, 2 


*tis not neceffiry to pu- a mark 


to ws that the meaſure changes, and that it is in common 
time. See I'rIpLE and PROPORTION. I 
HEMIOPE, or HEMIOPBVUs, 2 muſical inſtrument e 
the wind kind, uſed among the ancients, See My «1c and 
FLUTE 
It was a kind of Flute or - Fiftula, with only thre: holes 
See FIST LA. V! 1 
HEMITON E, in ancient muſic was what wy all hel 


a tone, or ſemi-tone. See Tod kE and SEMI TOR 


HENNARMONICK. See EN HARMUNICE 6. 
HEPTACHORD, is a word compounded of the C“, 


alas ſeven, ang vt; cord or flring, TOE 5 5 


HIL — 104 
W 7, this ſenſe it was applied to the Lyre, when it had but 
cn firings, and is generally ſaid of any inſtrument that 
ach but chat number 3 one of the intervals is alſo call'd Hep. 
( Icbord, as containing ſuch number of degrees between its 
W .\crcams. See SEVENTH, 

3 I in the antient Poetry it ſignificd verſes that were ſung or 
4 eyed cn. feven chords, 1. e. on ſeven different notes of 
unds, and probably on an inſtrument with ſeven ſtrings, 
| dec Ly RE» 

3 HEXA CHO RP, in the antient muſic, a concord 
3 Iwbich the moderns call commonly a Iixth, See CONCORD 
F SIXTH, | | 
Guids divided his Scale by Hexachords, and there arc 5 
Cages in it, three by B quadro, two by B natural, and 
4 [two B molle, and *tis for this reaton that he divided his 
| H de into three columns, in which he diſpoſe] thele Hex a- 
ny See GAMUT, 

lde Hexacherd is two-fold, greater and leſs. 
| The greater Hexacherd or Sir th, is compoſed of two greater 
nes, and two leſs, and one greater femi- . which make 
re intervals. 


Wn cwo greater fermi-tones, See Toxz „ SE MITONE, and 
* 


8. Ste SIXTH, - 
| HIGH, is fometimes uſed in the ſame ſenſe with ud, 


Ie, in contradiction to grave, See SOUND, GRAVITY, 
ſol dcurrs NESS, „„ 

HILARO DI, in the ancient muſic, were a fort. of 
1 Poets among the . who went about ſinging little merry 
Lane poems or ſongs, tho ſomcwvhat vg than Ionic 
120ES. 


K 8 3 the 1 e Ce Which W:15 lung 1985 theſe people, Was from 
£ calle d Hilaredia. | | | 

r hey were drefſed in white, and were crown'd with gold; 
3 ch was only 2 foie ty'd over the foot with ſtraps. Trey 
1 E not ing alon e, but had a little boy or girl to attend them, 
FINS ON {om e inſtrument. From tie {treets Bay 3 were in- 
Foduced 4 1:50 trage dy, as the aol i Were mto Comedy 
They were aſterwards called Samedi fro m Sams, à Poet 
b excelled in this kind of verſe: Zig 


The lefs Hexachord is of two greater tones, one  lefler, 
The proportion of the ficlt | is . and tl: at of he ot! ther 


7 a to le, and ſometimes Mb the ſame ſenſo with 0 


It is co mpounded of iAaps Joyful, and 220 finging or 


1 firſt they wore ſho: CS, but afterwards aſſumed the age 
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| fome Florns is nine or ten inches over. 
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HOMOPHONI. Sce Honor hoxovs. 
HOMOPHONOUS, is ſaid of two or more chord. 

firings, or voices, that are of the fame pitch of tung, n 

ſignißes properly no more than that they are in uniſon. 
"HOR N, a fort of muſical inſtrument of the 8 kin! 


chiefly uſed in hunting, to animate the hunters and c. 
dogs, and to call the latter together. 


The Horn may have all the extent of the Trumpet, 
TRUMPET 2 
The term was 0 to wind @ Hon; all 1 . 
ing in thoſe times compaſſed: But ſince ſtraight „ 0 


come into faſhion, they * blow a Horn, or r frunt 


 Ehra. 


There are various leſſons for the Horn, as the Nic 5 
double Recheat, royal Recheat, a running of Fareyel . 1 
2 he Hibraws made uſe of Horns, form” n af Rams 4 a 
to pre claim the Jubilee, Whence the name Jubilec. 1 


The French Horn, called in France the Carne de © hol: if 
bent into a Circle, and goes two or three times round, co). i . : 
ing gradually bigger and wider towards the end, which /; 


To play on it, the firſt thing is to conſider the thicknef a. 
thinneſs of the lips, and provide 2 mouth piece ac :0r4nz);, Wi a 
if they are thick, a pretty broad mouth piece is required, , 
if thin, the piece muſt be ſomething ſmaller. Sn. 


toi 

HYMN, a ſohg cr ode in honour of God; 3 
pfoper to be ſung, compoſed in boncur of 1 de 7 
SONG and ODE. ET en 
The word comes from the Greet 0 Hymn, forme. 1 

LY - celebs? 25 celebrate. 5 5 ne 
Ifidere remarks, that Hymn is properly : A ſons of Þ 
the praiſe of God, by which, according to him. it is 24M Fy 
euithed from Threna, which is a mourning ſong, full ot Tr 
inentations. . „„ 1 8 . 
"The Hymns or Odes of the eee generally conhite! FP 

> ſtanzas or copulets; the firſt is called Arephe, tie the 

8 Pat ene and the laſt -prde, | | | torn 
' | 


0 3 TFVVVFV by mg ERESIG, BIR 

Of Hils 27, bit hop Of 250 tert, Is id to have Dec: 
Wo . , g 17 ; de 11 } 1 Face * L {> * 
W 11 3 ON YO1CH Hrn 177 Ie 1 u 12 ＋ 1n Churches " LI : | 


; mott of f thoke in the Roman brevis 


compoſed by ans dermis; they have been traniated +3 
French by the Mefficurs of the Port Royal. 
The Te Deum is GE called an Amn, thongs 
Ferſe, as is the Gheri in Excelſs. in the Greet lire 


$72 four . is OL Hymns, but then t 


Hr e is 
be ſenſe of a praiſe offered in verſe, but ſimply of lard and 
aaile ; the angelic Hymn, or Gloria in Pce/jis is the first, 


te Pale, n the ſecond, the Cherubic the tlurd, and the 
Victory and Triumph, lait, 
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| Hy 5 ATE Hypaton, or Principal. Princialum, A name 
te Af one of thie Shords of the Ancient ee K lyſte W hich an- 


2 vers to QUT B natural, of the loweſt Octave of the organ. 
1 Ge SYSTEM. | 
W The ancients likewiſe gave the name Hypaton to the graveſt 
Er loweſt of their five tetrachords. Sce Gxxvs, SC ALE, and 
* E T:TRACHORD. TS 5 
% Hyears Meſon, ſignifies the ei of the middle 
I ones 3 3 certain found in the Grecian icale, anſwering to the 
at 1 „ i of the ſecond 2 of ours, had this name given tu it. 
' 5c SYSTEM: | VV 
"HY P A TOIDE 8, ate one of "ho 1 of ſounds 
„ which Bacchius calls foi : Gravifſimi. Set PARHYPATOIDES 
and LYCHANOIDES, | Fn 5 
8 _ HYPAT ON Diatonos. See DiaToxnos and Sy- 
079 5171 2 MM! 1 | 
HY PE . firs, below: Ree Tpr. | 
I RY: PERBOLAON, Exce: N Exuprant 15, geni- 
me of the Greet adjective Hyperbolzes, The upper or laſt. 
* 5 or fourth of the ancient ſyſtem had this 7 name,. by 
v% a rcaton of it's being high or ſhrill in reſpett of he eher 
Z a ; 1t Was conjoint to another below it, called Diegeug- 
W mewn, See DIEZEUGMENON and SysTEM. For 777te, 
F tes An Nete TER, ſee RIT E, PARANETE, 
Mo HYPE b E OLIC, is the name of one of the 
dent Gr et modes or tones, whoſ2. oftzye begun at 
Bastural, and 80 Wen have made a thirteenth mode, if it's 
1: 1-8 octave could have been harmonica! 5 divided; 1. c. by the 
: il bird and fourth,” {See HAR MONICAT. Div1z1on,) But 
W i:'5 fifth was falſe, and upon this account it was Aruck off the 
ik of authentic modes, the plagal whereof would haye been 
the Hyperphrygio, then the fourteenth mode , had it's fourth 
orm Put fa been juſt. See Mops. „„ 
HY PERL Y DIO- tajits- D:ria, are names of fevera! 


A Spa: —— e 


2X7 bv 
Wy node: of the ancient muſic, See Mop x „ I VoNo; and 
1 e a HO 


VER 


= OY 50 „ mfra, belno; this word when joined to the 


_ vi of : any inter val or mode, c. ſhews that 8 13 lower 
nit was without, as Hyps diapaſen any oftave lower, Dia- 
7 te 2 fifth low EE; - Diateſſuron a fourth, Sc. In D. 4 # 
, Dir ESssA EON, DIAPENTE, &c 
1 D 45 
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| ten C fol tt, 


H 
This word is by the Italians often Joined to the name g 
ſome of the modes, and ſhews that it is a plagal mode, 4, 
is, that it's loweſt chord is a fourth lower than the fins] | of ir; 
authentic, as, 
HYPODORITO, was the plagal of the doric mad 
's loweſt chord was A mi la, it's final which divided it's o64., 
ne ally ; z. e. the fourth below, was D la re; it's d. 
minant D la re, or Fut fa; in plain ſong tis the F000 
tone, it is tranſpoſed a fourth higher in G re fol by 3 9 


See Towne. 


+ < POEOLIC, is the plagal of the Folic mod e, YU 
loweſt cliord i is E ht mi, it's final divides it's Octave arichmet. 
cally is 4 ni la, it's dominant is either A mi ia, or. C fil 
and is nearly our third tone. 

HYPOIONICO, or Jaſtio, is the ht of he i a 
mode; it's loweſt chord is G re ſol, it's final C ſel ut, a fou 
above, it's dominant E , mi, or C fol ut, and is ne earh 
our ffth tone, Sce Toon 0. 

HYPOLYDTIO, is the plagal of the Tyllan nods; ; It 
Joweſt chord is Cl wt, it's final a fourth higher, is Fut fi, 
and it' dominant is 4 ni la. See LYDTAN. 

HYPOMIXOLYDIAN, is the Plagal of Fg 


Hadian mode, whoſe loweſt chord is D la re, it's final G WT 


a fourth above, it's dominant G ſol, or B fa , and 0 
it ends on C re fel. "Nee Mo DE. 
HYPOPRHYGETATN, the plagal of the Y Mi 


mode ʒ; it's low eſt chord is B fa, ſ natural, it's final a four F 


bove is E , mi, it's dominant is s E ſi mi, or & re. fol, and 


5 A mi la, G ſpecially in plain ſong) it ends an E, 
. e Mopk and Tuono, 

14 Y ry YPROSLAMB ANOMENOS, 
the chord added by Guido Aretine below the Proflambanonus 
of the Grecjan ſe ale. Sec SYSTEM. 


HYPORCREMATICO %. 


81 ry ＋ E. 


the name of 


See Moste 220 
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A AR. to diſagree in ſound, to be diffonant, or to 90 out of 
An, See Di 5CORD, | 
A8 T 10, is a name given bs Ar iſtorenus to one of the 
| Roden of the Grecian muſic, which is otherwiſe called the 
WE 7-11, mode. See Mop E and IoN Io. 
I 11 GG, a fort of brisk and lively air; alſo an airy kind 
dance to a ſprightly meaſure. See GIG A. 
| MIT. AZZIONE, or Imitation, 2 particular way 
4 4 compoſition, wherein each part 13 made to imi itate the 
cther. | 
It is alſo where one part imitates the Gnging. a. 3 
either through the whole piece, which one of the kinds of 
Wyuoucs or Canons, (See CANON) or only during ſome mea- 
ſures thereof, which is /imple Imitation. 
E Sometimes the motion or figure of the notes is only imitated, 
und that often by a contrary motion, which makes what they 
15 pea! a retrograde Imitation, or Imitazzione Cancherizante, 
„ Mitation differs from a fugue, ſays Mr Braſſard, in regard 
„ec former, the repetition muſt be a ſecond, third, ſixth, 
ench or ninth, either above or below the firſt voice or 
1h 2 ide; to which it may be added, that it may be at any inter- 
„and differs properly from fugue, in that in Imitation, the 
ind itervals may not be preciſely the ſame ; whereas, were the "0 
' Noe con to an uniſon, fourth, fifth, or octave, and the in 
| rvals exactly the ſame in the comes and guida, it would be a 
1 Ague. : 
FIMMUTABILE Syftema. "hes CITI; 
= | IMPERFETTO, imperfe#t, is ſaid of cadences, con- 
and 1 modes, times, or intervals. See each under it's 
Proper article, 
= What we call Inberfact in modes.” is wh they do not af- 
" vor deſcend, high or low enough, to take in the full com- 
aof their ofaves ; ; an Imperfect interval, as third, fourth, 
means an interval as well wanting a comma or ſome 
: Gall matter of 1t's juſt quantity, as having 25 much above, 
Tough the latter is more properly called a redundant, arid 
; Tc former a diminiſhed interval. For Inperfet? time. lee” 
EL 0: Mon Time, TRIPLE, and SESQUI, | 
Py IMPLICATIO. See Us us. 


Y 3 See Concer To and Cox 544. 


IN 


11 cp T 


IN CORPO. Sec Ca NON RH. 
IN CONSON AN CY, a 6iſagreeableneſs | in 4 foige.. 
diſc ordance. - OY 
INDEX, a litile mark ſet at the end of each line Jo 


tune, thus = to ſhew that the firſt note of the next l 8 


in that place; tis often called Me Ara. 21 
INFINITO, infinite, is faid of ſuch canons or fugy, 


that may be begun again and again, whence they are alſy ( i 
led perpetual fugues, Sce Fu a uE. | 1 
INFRA, beneath. See Hypo. q 
ING ANNO, called by the French tromperic, cheat, 82 
cadence is faid to be | in /:gam when, after having done ge“ 
thing proper for ending it, inſtead of fo doing, they place 
mark of filence in the place of the final which the * „ 
turally expects, but is herein diſappointed. See CEN th 


INHARMONICAL Relation, is when fo ome , 
ſonant ſound comes where the ear does not expect it, r 
offended therewith, much the fame as diſcord. See Bets 1 Fre 


TION. 
INITIAL 18 && Pauſa generalis, See TE MY, 7x if * 
LATION, and PaUvsE, _—_ EY m_ 7 
INNO, a hymn or ſpiritual ſong. See Hans „„ 5 
INPARTITO. See Cu vo E. | 3 
INSPEZZATO Monoc horde. See Spr5 88s 3 i 
INT ENSTO, is the raiſing of a voice or ſound fn = 


Save ro acute, 28 Ne miſſio i 18 the contrary, See R EMTIsSS! 


INT ERV ALLO, Interval, is the difference det ve | : 


two pounds in reſpect of acute and grave: or that imarivan Wl , 
pace terminating by two ſounds, differing in acute i 25 
gravity. See ACUTENE3s and GRA ITY, wt 

When two of more ſounds are compared in chis relation, WW 
they arc either equal or uncqual in the degree of tune mw_ 
as are equal are called uniſons, ith regard to each ot, \ 
having one and the fame pitch of tune; the unegual = 


being at a diſtance from each other, conftitute what we co -- 
an Interval in muſic, which 1s properly a diſtance of tut, 4 
tween two ſounds, | 13 
Inlervals are diſtinguiſhed into /imple and compound. mu 

A fomple Interual, is without parts or divifion. Ma 

A compound one, conſifts of ſeveral leſſer Intern. 


CEE 
ens 
* 3 


wy 
— *. 
E 


Pot variety; and ſo the terms of every Later val, accord- 


INT | 111 


2 of Intervals, ft ple and compound. 


_— - 


1 IEEE Simple 
779115 7511121314] Double 


e Triple 
2/2 ZE. =_ - [28]. Quadruple 


58 1. . . 


Thoſe in the upper line 1 the ſimple Fetervals, the 


Com pou nd 
Inter uali. 


Intervals, 


I other three the compound ones, i. e. ſuch as are either dou- 
E bled, tripled, or quadrupled, | 


To reduce a compound Juter val to a l one; Mr 2 | 


gives us this rule; from the denominator thereof, lays 

bat author, take ſeven, and the cypher remaining, is the 
3 ſimple merval ; as from: a thirteenth take leven, there remains 
b, which ſhews the thirteenth to be the ſixth doubled; again, 
E from twenty ſix take ſeven three times, which are twenty one, 
and five remains, therefore, ſays he, the twenty ſixth appears | 
o be the fifth quadrupled, | | 


ut this diſtinction, into fimple and compound, regards 


© practice only, becauſe there is really no ſuch thing as a leaſt 
wal. Beſides by a ſimple Interval, here is not meant the 
beaſt practiſed, but ſuch as tho? it were equal to two or more 
eſſer, which are in uſe ; + when we would make a found _ 
| move ſo far up and down, we always paſs * from 
one Of it's terms to the other. | 


What is meant by a compound Weg then nh be very 


F plain ; it is ſuch whoſe terms are in practice, take! either in 
. im. ediate ſucceſſion, or ſuch where the found is made to 
and fall from the one to the other, by touching iome in- 
q termediate degrees ; ; ſo that the whole becomes = compoſition 
et all the Jatervals from one extream to the other, 


What we now call a fimple Juterval, the antients called 


Dien; and our compound one they called Sy//em, Each 
ef theſe have differences ; even of the fimple, there are forme 
Nere tex and ſome lefler, but they are always diſcord 3; but of 
F {© compound or ſyſtem, ſome are concord, 2 ad | others diſ- 
1 cord. Unis ions *t1s Plans cannot poſtibly have any variety; 


en there is no d ifference, as in uniſonance, which flows 
"OM os of equality, *tis evident there can be no di- 
Uniſons therefore are often called concords. tho? 
ney m iy not properly be fo called.) But an Interval depend- 
"I ea x diff :rence of tune, or 2. relation of inequality, ad- 
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can judge of, and which may actual 255 de produced by voc 
or inſtrument. 


could only be acurately fared by the ratios of thoſe ve.% 
cities; which ratios were fir{t inveſtigated by Pythogoras; 0! 
occaſion of his pa: Ting by a ſmith's op, und obſerving z £9 


vil. Aritoxenus oppoſed this: He thought reaſon and mat * 
matics had nothing to do in the caſe, and that ſenſe 
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ing to their particular Relation or difference, make c the 


1 or diſcord, See ConcorD and Discorp. 


Some indeed, have reſtrained the word concord to Interuc;, 
making it include 4 difference of tune: Intervals, *tis plain, 


may differ in magnitude, and there may be an infir te vor, 


ty, according to the poſſible degrees of tune; for there; 


no difference ſo great or fo little, but a greater or leſſer g. T 


poſibly be conceived ; *tis true, with regard to practice, the;s 


are limits which are the greateſt and leaſt Interva!s our cin 


The degrees of tune are proportional to the number of Vie 


brations of the ſonorous body, in a given time; or the ye. 


locity of their courſes and recourſes. Now theſe differency 


in tune conſtitute, as has been already faid, the Interval ir 
muſic; theſe therefore muſt be greater or leſſer, as the lf, 


ferences are ; ; and 'tis the quantity of theſe, which is 
ſubje& of the mathematical part of muſic, 

"Theſe Intervals are meaſured, not in the ſimple difference 
or arithmetical ratios of the numbers expreſſing their vid. 
tions or lengths, but in their geometric ratios, So that t. 


ſame Interval depends upon the ſame geometric ratios, an 
vice verſa ; it is however to be obſerved, that in compariny 
the equality of the Intervals, the ratios expreſſing them, 
| muſt be all of one ſpecies, otherwiſe this abſurdity woull 
follow, that the ſame two ſounds may make different : bh 


HrOan; 
To deſcribe the particnlr methode of meaſuring the 1 
equality of Intervals would be too tedious : This one rule my 


be obſerved, that to determine in general, which of two 4: 


more Titerwals i is greateſt ; take all the ratios as proper f a: 


tions, and the leaſt fraction will be the greateſt Interua!. 


The ancients were extreamly divided about the mealurio! 
of [ntervals. P: hageras and his followers meaſured tien 0 
the ratios of numbers. They ſuppoſed the ditterences 0! of Ann. 
vity and acuteneſs to depend on the different velocities 0 
motions that cauſe found ; and thought therefore, that the 


cord between. the ſound of the hammers ſtriking ©. the 


only jud ge in the dif pute; the other being too ſubtile to be [of 
any uſe. He therefore determined the octave, fifth, 20 
fourth, which are the moſt ſimple concords, by tue ar 


45 
. 


i — 


dike. ence of the fourth and fifth, he found out the 


ne, which he o ſettled as an Interval the ear could judge of, 
l > red 4 ny Interval by various additions and ſub- 
, ons, made of thoſe mentioned ne with another. 
5 Piolemy keeps 2 middle way between the two ; he finds, 
i WE: with one for deſpiling reaſon, and with the other 
Y excluding tenſe ; and ſhews how theſe two might mu- 
re ally affilt each other in this ma tter. Sce Tow and 


« rriſtarenus fays there are two pri incipal Jifferenc es in In- 


al,, the fir ; is that of magnitude, and the other as being 
(ls . ncord and diſcord ; for, ſays he, every concord differs in 


e· En xcnitude from every” "ior which may be interpreted, 
"ts 3 at every Iaterval is of a different co mpass or extent from 
5 nber, As concords and diſcords, Interdalt have many dif- 


„ euces. but of theſe, ſays he, magnitude t the princi ipal. 
} 


e u Ed reckons five differences of Intervals, firſt in mag- 
: ritude; ſecond in kind; third, in being either concord or diſcord: 
ect urch, in being ſimple or compounded-;: and laſtly, rational 
Its 2 e Firſt then, Inter vals liger in magnitude, in 
„ hich efpect ſome are ca! led minor, ſuch as ditonns, trie 
ar . ut, torus, hemitonium and diejiy ; others major, as diate/- 
117 . un, diapente, and diapa ſou. 15 the genus or bind Iiteruals 
_ er, as being either dia. nic, chi omatic, or en, ee "Fe 
Jul ade as each of theſe oy As copcords and diſcords 
In 8 e the 2 j9L are diate/ſaron, diapenie, diapaſou, 
| ud the like; and all Intervals lefs than a fourth or liatefſaron, 
. Ry a3 well as thoſe ſituated between the concords. 
May Fn ka fily they differ as to ration al and irrational; Tat] onal. 
0 3: 


Wir vals are ſuch as we can e iſtinguiſh by cy Obers, as th 1e ton ' Z 
wh en. ditonus, tri! ene, We, The e irrational, are 6 ich 


\ ic Mage nitudes Vary {1 2028 111 1 at; 62 Männer, 7 F. io Lat 
7 14% * 2 of FE ; 
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e. che fifth is G1. fol, it ends on C /ol ut ;, tis 
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* By a 8 | 
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; | | in which the piece is compoſed. 
f or LIST £8350, #7c fame 3 as, far Pe 
he ſame itbing . cantar Pf? fo, ſing the flame : J f % fue 
| the-fame ſound, &c. | | 


4 : ; f © : | . * 5 : 
UL E, a kind of hymn ſung by the Greeks, ard at. 


1 them by the Romans in the time of their harveſt, in onboard 
Ceres and Bacchus; in order to fender thoſe desties 


8 
WHOIS EO. 
1 jw S 


| 1 | El - - 
„ be word is derived from the Greet on-, or wat, 1 
| { | bea f,; this hymn was ſometimes called the Demitru's or U. 
mitriulc, i. e. the Jule Ceres. 
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KEY: — 14 


5 


e. 4 certain fundamental note or tone, to which che 
b whote 1 be it Concerto, Sonata, Cantata. Se. 
Immo ted, and . ch which it ufually beg 18, but always 
= 
: To get an idea of the uſe of the Key, it iTIAY be obſer ed, 
* a8 in oration there is a ſub: ect, diE ivme principal perſon 
W thing, to which the Qu courſe is  reterr'd, and which is 
ou * in view, that nothing unnatur al ot foreign .to 
b ect may be brought in; 10 in every regular piece of 
4 juſic there is one ſound, viz, the Key, which regulates all 


LO) 


e teſt; the picce begins and ends in this; and this is as it 
C... the muſical ſubject, to which a regard muſt be had 
7 the other ſounds of the piece. 
iin, 25 in oration there are ſeveral diſſinct 3 
ch refer to different ſubjects, yet ſo as they may have a 
ble connection with the pri incipal ludject, which 3 
W. influences the whole; fo in muſic, there may be various 
Pattern fb; jects, that is, various Keys, to which the diffe- 
Une! parts of the piece may belong; but then ony muſt be 
1 under 5 infuence. of the gelt and princ pa GH and 
W's 2 co beg with it. 155 BE ks 
= Now to give a more diſtin notion of the Key, we 855 
Were, that | The oftavye Contains 5 it the e P. inciples 
nec, both with reſpect to conſonance, or 5 monvy, Ind | 
= or melody; and that if the ſcale be conti⸗ 
edo a double octave, there will in that cafe be ſeven 
of -:: ent orders of the degrece of an octave, procceding from 
* ever different letters, wit! which the terms of the ſcale 
x5 red. Any given ſound therefore, 1. e. à found of 
1 jete: I nate pitch Of une, may De Mma age th 2 Key of the 
„ by applying to it the n natural notes, arifinc from 
Gviion of an octave, and fer peating the oQa e above 
1 below at pleaſure. The given note is applied as the 


8 note or Key of the Tibor; y making frequent 

ex cadences upon it; and in the progreſs of the me- 

We”; 12 Otter than thoſe ſeven natural ſounds can be admitted, 

De the piece continues in that Ney; every other ſound 
den to the fundamental or X-y:; Forint 


6 
inſtanca, ſuppoſe 2 
Spun. on any ſound, and carried upwards and dov | 
** and harmonical diſtances, fo as never to touch any 
an at What als refer rable to ther feb 27 2 fundamental, 


FA, 


a nnn ̃ bites 


R — — — 
0 


— 
n 


r 
r ee Oey T 2 


rr 


«00> tee 


— 


— "WY — 
* 


: ; 
1 
TR: 
1 
'$ 
| 

t 


—— — eres — — - - 
2 Nee 
3 4 is. 

—— * ad ” _ 


ce 


ge army e cm Cone is . bop Bras 


_—_— 
* „ 


the concinnous diviſion of the octave. 
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have a particular connection with the firſt, It ma. 56 Ade 


. 


—— —ͤ— 


; 0 0 vs 2 1 5 N 1 181 ; * p 31 + * £\ 1 4. 2 WES | 
uy OL which, WA th 0 elr O ta (ES; 1 thoſe 2 Ot Te b mult. 


5 * — — 2 2 © * 
3 „ „„ 


N — — . 


1 „ SE : I . 
C.OiCs ever there bein A 85 there can be but 
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7, . are the true ſounds of the natural ſcale proceeding = 
the fundamental; and let the melody be fo cond: ate R 1 
thoſe natural ſounds, as to cloſe and terminate in the f, 
ment: al, or any of its octaves above or below, thut »c;. | 
called the Key of the melody, becauſe it governs all te 
limiting them ſo far, as that they muſt be, to it, in reli, 
of the ſeven ellential ſounds of an octave; and «hc. „ 
other is brought in, *tis called going on "ov; the Rey = | 
Which this way of ſpeaking, viz. a ſor g continuing vr 91, Wi 
out of the Key, it may by obſerved, that the who 00 . 
With all its natural ſounds, come under the idea «© a = : 
tho? the fundamental or 2, rincipal ſound is in a more parti. 
manner ſo call'd ; in which laſt ſenſe of the w 11 75 1 
Where it is applied to one i” Handen another bias. mn # 
to be out of the Key, when it has not the relation to: 3 


fundamental, of any of the natural ſbounds eee 


Here too, it muſt be ade d with reſpeCt to the two diffi 


divifions of the octave; that a found may. belong to the 
Key, 1. e. have a juſt aukica relation to the ſame fundamen 
in the one kind of diviſig MN, and be out of the Key in teſſec 
the other, Now a piece of muſic may be carried throw! 
ſeveral Keys; 2.e, it may begin in any one y, ond be lod 
of that into another, by introducing ſome found foreign 
the firſt, and ſo on to another ; but a regular piece of a1 


muſt not only! return to the firſt Key, but "tho# © Ke ys 75 mM 
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that thoſe other Ks muſt be ſome of the natura, und, 
the principal Ky, tho? not any of them at { pica! me 
As to the diſtinctions, we have aircady obſerv'd, thu 
conſtitute any given note or found, a k- 29, Or fan nente 
it muſt have the {even eſſential, or nature al ſounds added. th 
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taken, while it kee eps W. ibi! ng Key: F. e., Within the gov gd 
a 1 
Die Nt Tis that tund 1mental. 3 
is 7 . v6 t# 7 10 „ : the ry + iy e * 
14 3% evident a ICTCIONT,. id oy here. are Lil a5 
{ 6 "TC % C 2 TT | } 5 — . g E , _ " * 1 75 — 7 4 g _ a CY 1 « *f 
eDECICS OT Aexs, nich Arlie acc 5rdins A% vo Gin tone oral 
„ i" 2 ao th 4h» 4 
OF \CHNCT 1 11105 the TS being "4 al We 17 ACCOIM we! Nied 
SAFE . 8 'S LEE . 
and levent ©] the fam e ſi DECiCs 35, 1 he third greater: 4 
11777 r 7 4 41 ] 10 re ho _ } Py 41 3 Tr 7 
vw alit tiert And eventh ate! „ And CE. C40} lener “ -- 
. Þ Wt): } . J f Sr gw 4 Et ” N * * 1 2 'S) . . PS. 20 f — 3 FN 8 1 
1ixt}; Aid le venth Ot che amc Ipecles, Cilatl 15 118i P 
. ” 4, a x ? 1 pF 4 2 i } Fo - — > Pl £ 1 "4 ) 9 v4 
QUITHICTION is e pres Us. under the name Ot A harp 4 
2 7 ' 5 1 Ly 
that WIE! ti E KNA 2 Ie. Hat K 
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we conſide wy the client! al dit. rence of Kevs:; ever 5 
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I her flat or ſharp, and every ſharp Ky being the ſame as to 
! as well as a flat one. It muſt be obſerved he wever, 


melody; 
it in common practice, the Azys are ſaid to be different, 


| 55 nothing is conſidered but the different pitch or tune of 
the wund on which the different cloſes are made, In 
Iich ſenſe the fame piece is ſaid to be in a different Key, 
\ccor4ing as it begun in different degrees of tune. 
To prevent any confuſion Which might ariſe from uſing the 
me word in different ſenſes, Mr Matcolm propoſes the word. 
ale to be ſubſtituted inſtead of the word Xey, in the for- 
J mer ſenſe ; that is, where it expreſſes tlie melodious conſtitu- 
ons of the ode, as it conſiſts of ſeven eflential or natural 
3 ſounds, beſides the fundamental; and in regard there are two 
E {ics ot it, he propoſes, that with the greater third be calle! 
e greater Made, and that with the le ſer third the leſs Mode. 
ppropriating the word. Key to thoſe notes of the piece 91 


f * i ich may be called 
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which- the ca dence 18 made; all of 
Nafferent Keys, in reſpect of their. different degrees of tune. 
o dittinguiſh then accurately between a Made and a Key, 
q he elves us this dehnition, 712. An octave, with all its natural 
Win effential degrees is a Made, with reſpe&t to the conſtitu- 
ton Or manner of dividing it; but with reſpect to its place in 
the ſcale of muſic, 7. e. che Jes :rees or pitch of tune, it is a 
„ Tho' that name is pecu; larly applicd to the fundamen- 
Wt: Whence it follows, that the fame Mlide may be with 
erent Keys, i. e. an octave of ſounds may be TS n the 


* 


3 J 3 6h "7 7 p errang | 4 5Y 8 + a 3 5 ' 1. 1 1 45 » * 
me order and kind of degrees, which makes the fame 


* : 
3 
v9 
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and yet be begun higher or lower, tha be taken at 
nt de grees of tune, with reſpect to hs whole „ Which 
s differc nt Koys, and vice verja, that the fame Key may be 
Q: 


ere] it Medee, i i. e. the extreams of two cctaves na 
he ſame degree of tune; and the diviſion of them be 
iſterent. Sce MopvLAT ION, HARIONY, MEL ox, 
CLEFF, | | | | 
VS alſo hgnify thoſe little pieces in the fore p artof : 
an, Spinnet,. or Harplichord, by means whereof the jacks 
o a5 to {trike the ftrin gs Of the inſtrument ; : 1 Wind 
to the pipes by raiſing and finking the uc ker of the 
board. They are in an t éWent e ht t, Or twenty— - 
In a ge organs there are ſeveral ſets Rx the Keys, ſome: 
bp the ſecondary Organ, ſome ior tne main body, ſome for 
F Trump pet, an id ſome for the CCC noing Primapet, £2; in 
are but a part that play, and the reſt for erazment. 
re twenty ſlits in tlie and. Keys, Which make A 
I Mi Balnushi of Doulie pretends to have invents 
. 4 Bw Kin xd of As vaſtly pre: eferable to the common ones, | 
3d WII h 
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with which, he Gays, 1 he can expreſs ſounds which follow 
other in a continual geometrical proportion, and (,.., : 
furniſh all the ſounds in muſic, and by conſequence a f, 
imaginary intervals and accords ; whereas the common i. 
do but furniſh ſome of them. . 
K RO US T A, a term intirely Exec. See 871 Route. 
TO. 3 1 
5 KYRIE, chnetionns writ by the FI Chiric\ 4 
vocative caſe of a Gree# word, agnifying Lord, Mob | kla 
begin with this word; ſometimes tis uſed for a piece of ue. 
as we find, a fine Kyrie, a Ayr: 4 well —— Gt. Se: ot 
Megs8a, | = £ 
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A, is a fyilable, by which Guido denominated the laſt 
3 ound in each Hexachord, if it begins in Cir an“ ers to 
WW. 4, i in G to E; if in F to D; when it is A in our 


fo E 5 e, it marks the Proflamlanomenss of the firſt octave, the 
5. „ol the ſecond, and Nete Hyperbolzm of the third oftave 
. f The ancient ſyſtem. See DYS EM, Pz OSLAM AN 


ur vos, Oc. | 
3 L ACHRIMO SO, or LaGceimoso, ſignifies, & in 8 
lng! plaintive manner. See LANG VU 1D0, = 
| 3 LAMENTATIONE, fignifies to play or Gig | in 3 
lamenting mournful manner, and ther efore prett 4 flow. See 
Lac, GRAVE, and ADAG10. 
I 4 a C GUENTE, languiſbing and joft 
LAN GUIDO, the fame as J. angurite. 
= | 4 R GE, the greateſt meaſure of mulica! quantity ; 
Le containing two longs, one long two breves, 5 one 
wo ſermi-breves ; and fo on in duple proportion, dee 
— . ARACTER. „ 
E LARGETTO, ſignifies a movement ſomething low, | 
* a little quicker than largo. See LARGO. 
E LARGO, a flow movement, i. . one degree quicker 5 
. an Grave, and co than adagio, See ADAG G10, ded AVE, 
Ten po. ” 1 e | 
' LAU DA Syn Salvatorem. See 8 nr E NZ A. 
E LEDGER LINE, is that which, when the aſcending 
F tending notes run very high or very low,is added to the 
Bf of five lines; there are ſometimes m. any of theſe lines 
4 th above. and below the ſtaft, to the number of four or 


Ant. N 
— 


FEES A Viola, a kind of muſical inftrument of the 
* kind. See LVB E. en 
ELLCABILI, See Nora. ps 

3 LEGATA. See No and Syucor k. . 
Þ EGATO or OnLiiGaro, See NBLIGATO. 5 
Aro an trapunio. Ser Cov NTERPOINT and Sy N- 


Aro, confined or conſtrained by 5 rules or | 
Hs 1 thus they lay, canme Legato, Qc. Sce Canone, 


tLEGATo, is when this N, or this 13 rx is 
P's over or under the heads of them; this is what ca 1- 
-£ them. and is done hen they are properly k but cu. OM: 


Ut 
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* 4 
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| 810 their natural quantity, i. e. 
if deſcendin iS, they contain "duty if only two follow ore 
© |» there are three or four following ones x he il 
| ml laſt contazns cach four femi-breve „ and the middle on 
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but obliged to be ſeparated into two, becauſe half i; found, 


the end ot one bar, and the — half in the beringt 
8 0 


parts s of us meaſure ; : this f is all called ſyncope. See & 
COPE. 

Notes of di ferent. pitches of tune are frequently tyed 10 
gether, when there are many for the pronounclatan g 
jyllabte, which is likewiſe called Prolati . See Pro 
T10N | 
LE GAT U RA, 2 tying or binding together; the /., 


trans often called ſyncopes Legature, becauſe they are made h. 


the L-oature of many notes; but there is another fort o. 1 


rat ure for breves, when there are many on differen: lines 


| baces, which are to be ſung to one ſy llable. See SY NC Ph 


It muſt here be obſerved, the brevecs alone a Capab! 


thi 10 ſpecies of Legature, by waſon their figure on}, wil 4 
mit of being ; placed ſo cloſe together, as to ſeem one chatads 


oniy, tho placed on lifferent degrees N ti 


de occaſion to place a ſemi-circle cither above or below then 


to ſhery that they are tyed. SOS 
This Legature regards common time only. 
T hefe breves mult again be conſidered as {imp): 


2 tail, and as being of different colours. 25 | 
| bird — if they be ſimple H and aſcend, tber cn 


nother, B. 


dut two, C. 


"EI ESL TAFAAL ATA + 


9 ccendy, it they 1 nave tails. A and the tall be tum 


upwards, the breves contain only one meaſure, 
cending as deſcending. ar 1 tt he mark 4 

the breve then contains it's natural quantit 

This ſpecies of de was invented only | 
minim bel ng round, could not be uſed therein 


WE ircle was not at that time ig uſe, 


SV. 


ach two ſemi-breves, A. B 
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| It may be here remarked, that ordinarily the firſt breve 


Kone of every Legature has a tail, and that commonly placed 
; 2 .. the left ide, 


Laſt, If they be of different colours, i. e. if the firſt be 


I Li: or open in the middle, and the ſecond black, the firſt 


tains a ſemi-breve, and the {ſecond a po; nted minim. 


f 


Theſe are the principal Legaturet, beſides which there are 


pany ot hers, for which ſee Nor A. 


EG ER RMENT, lightly, gently, with care and caſe, ; 
| LEG GIARDO, or LEGGIAKDAMENTE, gayly, 
eh, brick, See ALLEGRO. 


| LENTE, or LENT "EMENTE, ſigniſies 2 low move- 


þ Pont. much the ſame as urg 89, See La R GO, 


EF LENTO, the fame as lente. 
io LENTEME NT, ſignifies, very, low, ora moves 


Ko that is between grave and largo. 


| LEPSIS. See Usus. 7 
LL LEVARE Antipbonam, is to begin. or open the firſt 


ILE U TO, 2 muſical inſtrument of the firing kind Fee X 


T1 1ER O, 7 A the ſame with ſciolto, and 
Tara to . See LE GAT O and Sci10LT O. 

EF LICHA NOS, rather LVYVCHAx 0, which lee, 

| LIDIAN. See LYDIA XN. . 
ILI GAT CURA, more properly Loa RA. See 

GAT URA. 

I IN EA, Line, is 8 name of thoſe ſtrokes 1 n hori- 
italy on a piece of paper, on and between which, the 


: Fanacters and notes of muſic are diſpoſcd; their gumde -16 * 
« onnionly five, when another is added: tor one, two, . 


Fore notes, it is called A Ledger Line. See LEDGER, Some 


[ that it is to Guido Aretine we owe their invention; they 
5 © very commodious, and greatly aſſiſt the imagination in di- 


irguiſhing low notes from high ones. Up on their firſt in- 
oduction only the Lines v Were uſed, | and the ſpaces were then 
Girard ed. 

Lies. See LV RE E | 

LLITANT A, the Tracy of the church. See Mas $A, 


ee 


mu TUV 8. is a ſtaff uſed by the Augurs, in the form 


. L croſter, We irequently fre. it on me dale, with the 


K „ Other 
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tones or modes, which Gaudentius the Philoſopher, ggg 


ing four femi-breves, in common time, and conf: quently ce 


fre LEGA ATURE. 


—— — 


—— — 


to a proper pitch of tune, are fixed. In the middle of 
table, there is a roſe or paſſage for tlie ſound.' There i; 4 


On this inſtrument, 


122 — E 

other pontifical inſtruments. Aulus Gellius fo ays it Was bi 
in the place where it was crooked, than elſewhere ; {ome 4; 
the word from the Greek, O-, ſomething that makes 2 fl 


or acute ſound, which was the property of this int rumen: * 
I. OC RICO, or LoCRENSE, is one of FD ancit 


er 


to Zarlin, called Commune or 5 See Hy 
and Tuo. 


LON GA, or Lov G, 2 1 iraCter of muſic. =p conta; 


minims; unleſs tyed to a breve, for it's content in cha 


The Long is uſu: ally equal to two breves. "8 Cr AR AC TRI 

LUT E, müßen inſtrument with ftrine: be 15 
anciently but five rows of firings, but 1 in courſe of 
Ave, or ſix more have been: added. fy | 


ti 5n 


The Lute conſiſts of four parts, viz. the table, the bod 
belly, which has nine or den files the neck, which ha; 1 
or ten ſtops or diviſions marked with ſtrings, and che hea! WM 1 
croſs, where the ſcrews for raifing and lowering the ring 


a bridge that the ſtrings are faſtened to, and a piece of 
between the head and the neck, to which the other extren 
ties of the ſtrings are fitted. In playing, the ſtrings are "W 
with the right hand, and with the left the ſtops arc Howe: | 

We call the temperament of the Zute the proper aſtentuf n 
that is to be made in the intervals, both with regard to coi! 
nance and ditfonance, in order to render chem more pe 


Some derive the word from the Ger man Laute, Which i 
nifies the ſame thing, or from Lauten ſonare, to found ; vc: t© 


and Bachart derive it from the Arabic Allaud, 3 
The Lutes of Bruligne are eſteemed the beſt, on acc E 
the wood, which is ſaid to have an uncommon Cilpo 5 = 
producing a ſweet found, . _ = Wu 
ELYCHANOIDES. is the midd! e four d of 7 


which Bacchins and others call Spiſſi. See SpIssU = 
L CHANOS: ypatin, A Greet term, VW1iich 11110008 


that of the principal notcs, which is {truck 175 ess 
nnger : it was the fourth chord of the Ly re, and anſwer 10 | 
D tare, of the lound octave of the modern ly tem, See Lu the 
and SYSTEM. — Di 

LVCHAN OS . fon, tha at of the middle notes d 2 


1 Bs f 
ſtru⸗ * with the fore anger; it was the ſevent "== chord of tu: 8: 


LY K-- TS: 
| 1 anſwers to the E re fol of the ſecond clave of the Organ 
2 SysTEM and LYRE. 

Ly DIAN Made, a dolefu! and lamenting fort of 
I muſic, the defcant being in ſlow time. See DESC ANT and 
4 1105 E, OT TU ONo. 
pe loweft chord of this mode was F ut fa, it's dominant 
lich divided it's octave K tree was C fol 1, and it's 
I final Fut fa ; "tis our ſixth tone: tho Ahpius reckons the : 
lian tl firſt mode. 
IVA Viol, a muſical inſtrument of the fringed kind ; 
W i nee comes the expreſſion of playing the Faure Way , cor 
ech for Lyra way. See Lvng. . 
| 1 YRE, the ſame wich Cythara, a Harp; a fringed in- 
ſtrument much uſed among the ancients, ſaid to have been in- 
ented by Mercury, on occaſion of his finding a dead fheil fiſti 
br the Greets called Chelone, and by the Latins Teftudo) left 
In the ſhore after an inundation of the river Nie; of the 
E hell whereof he formed the Lyre, mounting it with ſever. 
f lings as Lucian ſays, and add ing a jugum to N "6 ſtretch 
and ſlacken them. | | 
 Bittins relates the opinion of ſome, who ſay that Mercury's 
ire had but four ftrings, in imitation of the mundane mu- 
| {ic of the four elements. Dicaorus Siculus fays it had but 
E three, in imitation of the three ſcaſons of the year, which 
were all the Gree#s counted, ſpring, fummer, and winter. Ni- 
mac hus, Hirace, E, and many other ancient authors, 
make it have ſeven ſtrings, in imitation of the ſeven planets. 
E This three, four, or ſeven ſtringed inſtrument Mercury gave 
to Orpheus, (fays Nicomachus) who being torn to pieces by the 
Pacchanals, the Lyre was hung up by the Lesbians in Apolli's 
Itemple. Others again, ſays that author, reſer it's invention 
% Cadmus Agenor's fon. Others fa y that Pythagoras found it 
bome temple ! in Egypt, and added an eighth {iring, Nico- 
acbus again ſays, when Orphens was killed, his Dre was caſt 
Iinto the lea, 5 nd thrown 1 up at Antiſſa, a city of Lesbos, whe: e 
Je fihers hnding it, gave it to 7% pander, who carried it into 
gbd and called himſelf the inventor, | : 
| MB arnes, in his Prolegemena to his edition of FEE has 
een ry into the antiquity and Eructure of the Lyre of 
which he makes Jubal the firſt inventor, 1 
For the ſeveral changes that this inſtrument Une A 
File addition of new ſtrings, * obſerves, that according o 
5 deru, it had originally but three ſtrings, whence it wis. 
caled tricordes. Aiterwards it had ſeven, as appears from 
Homer, Pindar, Horace, Virgil, Kc. 5 
„ 3 F 


— * 
— 


— : . —— OS, ' Wor, * 


> dts — „ 


— — 95, _— 4 —_ 2 g 


a x, — - * 


. R a 4 
; ae ta * 2 = 2 2 „ 
N ak Pra = E e 2 3 — — * <> EP oo 
— ——ʃ gen — — — — —— — — — 5 _—_ yarn - — 
— —_ oa Pe" ” 1 * po ” * = _ 


— 
— — —— 


124 - . 


_ ded four to the old ſeven, which. made eleven. 7. ſep 
His Fewih Antiquities, makes mention of one wit! 


_ crem himſelf ſays, p. 252 of Barnes's Edition, Sr Views 
ꝛolis chordis, As for the modern Lyre, or Welch Hy 


laſt called Neate, or Nete, 9. d. inferior: In the compals © \ 
_ thele ſeven ſounds, were comprehended two fourths, cale 
conjoint fourths, becauſe the ſame ſound Meſe was the lus 
chord of one, and the higheſt of the other. 


only that one inſerted by * Lychain, between Parany; 


eight made two disjoint, for from Hypate to Meſe was or 
and from Parameſe to Nete the other; fo that betwecn 4 


Feftus Avienus gives the Lyre of Orpheus nine fir ngs; D, 
vid mentions an inſtrument of that ſort. ſtrung with 4 
ſtrings, in Eſalteris decca chord; Timotheus of A fig 


„ al: 
it 


dach 
ſtrings, which afterwards were encreaſed to eightecn, th, 


Con. 


fiſting of forty ſtrings, *tis ſufficiently known. 

When the Lyre had ſeven ſtrings, they were thus Ceno 
nated according to Bobtius; the firſt, ſays he, was called 1 
Pn, 9. 4, major or Bonn rabilior; the ſecond, Pa, pat, 

5 being next to Hypate ; the third, Lychanos, - becauſe { 
with the fore finger ; the fourth, Af, by reaſon cf !, 
ſeat in the middle ; the ſifth, Parameſe, as being next ts 
Meſe ; ; the ſixth, Paranete, from it's ſituation next t0 ts 


When the number encreaſed to eight they ſtood the lam 


and Paranete, called Tr:te. See TRIT E. 8 
Theſe fev en ſtrings were tuned diatonically. Sce 575 
TONIC. 
As the ſeven ſounds above made two conjoint fourths, the 


fre 
and Parameſe there was a tone major, called by Bacchia 1 
dicgeutic tone, becauſe it disjoined thoſe fourths; T LI 
Pieropbraſtus added a ninth chord below Hypate, 2nd cl: iſo: 
it Hyper hypate; Eftiachus added a tenth below this, and ; 

8 55 morhens the cleventh ; in this ſtate of the Zyre, the name; 1 WW 
it's chords were theſe. Hipate Hypaton, Parhypate kan r 
J. vchanos 17 vpaton, Hypete Meſan, Parhypate Meſon, Ig. hom (her 
Jef in, Mele, Parameſe, Trite Diezeugmenon, Paranen 7 my ge 

r eug menu, ard Nete Diezeugmenin, From Hvpate Hide tu 

to Ihzate Meſan, a rd from Hypate Meſin to let wp" 
two conjoint fourths; and from Parame/e” to Net: Hing 
menon, a disjoint one, that is, ſeparated from the others by! 
diegeulic tone, between Aleſe and Parame e. See Cox fon i 
and DiezEuTIC. 0 = 
hut that the /Hz/e ſhould be ſituated nearer the mi da le, 0 
not riſe ſo cloſe to Nets, another fourth was added, ce led th 2 


Hyperbelæen tetracherd above Nete Diezeugmenon, vis. Ir 


Hyperbolzon, Paranete Hyperbolezon, and Nete {7;p-r6 00,087: 


WW PC 


UR e 


„ech made two conjoint fourths from Parameſe ; theſe. two 
- WE. vithftandins, were called disjoint from the other, by rea- 
„os the above- mentioned diezertic tone. 5 
1 This vas not enough, for ſtill there was ſeven ſounds above 
bar fx below Meſe; to remedy which, they added one below 
'. 7 ate Hypaton, and called it Proſlambanomenns, it was 2 tone 
or below it, and made an octave to Meje, fo that it's 
oss then ſtood in the following order. | 

The names of the chords of the ancient Lyre: 
_ I Preſſambanomenos. | 
Hy. | | 
Ph, 2 1 Hypate Hypaton. 
80 3:2 Parbypate Hypa ton. 
=y 43 Lychanos Hypaton, 
5 Ry 6514 Hypate Mejon. | 
We 2 Parhypate Meſor, 
65 3 Lychanos Meſon. 
calls , 
. 2:1 Parameſe, 

| 3:2 Trite Diexengmenon. 
1 43 Paranete Diezeugmenon, 
—_ 5 1: 4 Nets Diexeug menon. 


2 Trite Hyperbolæon. 


Diu 3 Paranete Hyperbolæon. 
1 Nete Mperbolæon. 7 
1. From Preſſambanomenos to Hypate Meſon was a fifth; from 


Ithat to Meſe a fourth; from Meſe to Parameſe a tone major 


15 Olle | | | | 
en % to Nete Diezengmencn, à fifth; and from thence to 
Jt Ui . Mie Hiyperbelæon, a fourth 3 and from Proſlambanomenos to | 


Miſe was a fingle octave; to Nete Hyperbslzon a double one. 


tee each of theſe names under it's proper article, P ROS LA M- 
and 7p anNoMENOs, OcTAve, FourRTH, FirrhH, S. 
me: From the Lyre, which all agree to have been the firſt in- 
e WW'ruinent of the firing kind in Greece, aroſe an infinite num- 
eber of others, differing in ſhape and number of firings, as the 
te 1c lerion, Trigon, Sambuca, Pectris, Magadis, Barbiton, Te- 
aus, (the two laſt are uſed promiſcuouſly by Horace, with Cy- 
e. Wel 


pars and Lyra) Epigonium, Simmicium, and Pandoren, which 

Pre all ſtruck with the hand or a plectrum, or a little iron rod. 

| We have no ſatisfactory account of their ſhape, ſtruc- 

ont or number of ſtrings ; their bare names only, have 
en by the ancients tranſmitted to us. ” _ 

le, e find indeed numbers of inftruments on old medals, 

alled NF: whether they are any of theſe, we cannot find out. 

| | The Lyre among poets, painters, ſtatuaries, carvers, in- 

ee, Sc. is attributed to Apollo and the Mulcs, Lo: 


(it | | | : h | 
1 as - MAN 

wy 

WAY M 

1 | we 

wal ADRIGAL, is à little piece of poetry, 1 vin 
BY whereof arc e fre and eaſy, uſually unequal ; it horde; 
11 

f 


| | | tonet and an epigram, but has not the briskneſs of the 0, 
4 | poignancy of the other; but the thoughts therein are en 
| agreeable, Several compoſers have made fine pieces of my 
to this ſort of verſes, even from one to cight parts, 5 8 
vhereof the Italians call Stylo Madrigaleſco. See 8 \ 


3 e . 


18 | MADRIGALESCO Stylo. See STYLE. 
11  MAESTOSO, or Maeſtuoſo, intimates to play is 
| | || .grandeur, and conſequently low, but yet with ſtrength ut 
| E- Hrmneis. 

D MAESTR O 4 Capelia, a maſter of muſic. See Cy 
14 EIA. 

1 MAGA PDE, or r Magas, the name of a muſical inſtrune: 
f is | jeu among the ancients, 


we. There were two kinds of gn TY one a ring ged infr 
if ment; the invention whereof 1s, by lome, aſcribed to dc. ht 
lt  - by others, to the Lydians; and by others, to Tim), 


Sr mage gn +; 


it N Aer. The other was a kind of Flute which zt 
RUG {ame time yielded very high and very low ſounds; the fs 
1 1 mer was improved by Timotheus, who is ſaid to have been in 
1 peached of a crime, for that by encreaſing the number 
£00 | Chords, he ſpoiled and diſcredited the ancient mutic, 
81 FLUTE, FisT ULA and LYRE. Mogas | is alf the di brid 
{$10 of any inſtrument. 
ll MAGGIOR E. 2 or, greater, as a third Major Ne 
1 2 greater or ſharp third, Sec TrirD. 
| it MAJOR and Minor, are ſpoken of imperfc core 
b i which di ffer from each other by a ſemi- tone minor. ore Cul 
3b CORD, Mivok and SEMITONE. L 
"1 * ANI CHORD, a muſical inftrument in the 12:7 
11 2 Spinet., See SpIN ET and CLARICH ORD. 
il | It's ſtrings, like thoſe of the Clarichord, are cov ered 
A little pieces "of cloth, to deaden the ſound as we! Il as fette 
WH © whence it is called the dumb Spinet ; and is much u uſed | 


neries, by reaſon the nuns who learn, may play vwitaou (© 
turbing the {1lence of their gloomy cells, | 
Du Cange derives the word from monochord. 
ſition that this inſtrument had but one firing 3 : Pk he 1 b 11 
miſtaken, it has fifty or more. 


M ANNER, 2 particula way of finging « or playa 


— 


2 
„„er . 1 


53 
L'Y 4 4 * . 
5 


lich is often n expeſſed by ſaying he has a a good or pretty 

Manner f ws. 

MA NIE RA D Hendenie, Drteta, & Bala abs Lee 

\[uTATION. 

MANO Harmonica, See Hawp. 

| MASCHARADA, a Maſquerade; this word js applied 
| to muſic compoſed for the geſtures of pantomimes, buſ- 

180 „ „ons, mimics, and ſuch groteſque characters. See Must. 

cor 1% BM 1 ASSIM A is a note or character made in 3 long ſquare 

| ich a tail to it thus or þ it contains eight ſemibreves in 


bs 55 Lom. mon t. time. 
. J Tins « -harater is diſuſed in the modern n muſic, for they have 


L ics. See Pol NT, Nor E of Augmentation, Se. 
MA SS INO Syfkema. See SYSTEM. | 


FA Lav, DomiNnAnT, CLEFE. 

3 MAXIMA. See Mass1MA, Mono and TE NM po. 

ES MEAN Pr; cr tion, is the ſecond of any three proportions 
it in nuſic Mean is more properly ſaid of the tenor of 
3 'ddle parts, as being the Mean between the treble which 


0s 1 the high extream, and the baſs. or low one. See IRE LF, 
int 1 i ENOR and Bass. 
46. | MEASURE, is the interval or ſpace of time, which the 
the | " perion, who regulates the time, takes between the raifing and 
e fall his hand, in order to conduct the movement, ſome- 
ther imes nike and ſometimes ſlower, according to the muſic 
. | jubiect that is to be ſung or played. See Time. 
> bi | The ordinary common Meaſure is a ſecond or ſixtieth part 
- IS a minute, which is nearly the {pace between the beats of the 
T He $ C an d the heart; the ſyſtole or contraction anfwering to the 
3 vation of the hand, and i it's diaſtole or dilation to the letting 
c The 1 Medſure uſuall takes up the ſpace that! 4 pendulum of 


3 * dot and a half long imploys in making a {wing or vibra- 
| my See VIBRAT 10x. 

BY The Meſure is regulated according to the different qualities 

| [i value of the notes of the piece; by which the time that each 
often £ 88 to take up is expreſſed. Semibreves, for inſtance, hold 


bne rie, and one fall, and that is called the whole Meaſure : 


wut G I W © minin one riſe or one fall; a crotchet half a riſe or hal 


fall, t! icre being tour crotchets 1 111 a full | 4 Jrafure, Sec No * Ey 


=: ILRKEVE, Mrs IM, DIM 
WY 


* EY 


unde other w ays to ſeparate the bars, and to mark the le ngth 


— a, 


MAS Ca 


MAS TER Note, the meaſure note or key. See Mx 4 = 


. t Nis regards common or binary Meafure, wherein the riſe 


d el of the ha and are equal. 
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Dercof, fee TIME, TRIPLE, PROLAT ION, Porn, 
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as therefore a continual ſucceſſion of muſical ſounds provuM 
Melody, ſo does a continued combination of thoſe produit” 
harmony. See HARMONY, ConcoRD and My51c, 


all Melodies as well as harmonies are compoſed ; ſor the cc 
of each of theſe are but repetitions of the ſame ſounds, a 


"MEL 

Ternary or triple Meofure is that wherein the fall i dont 
the riſe, or e contra; or where two minims are played e, 
riſe and but one in a fall; and vice verſa ; to this Purpoſe 0 
number three, or 4 Sc. are placed at the beginning of the 1;,. 
when the Meaſure is intended to be triple, and a femicirc) ( 


when it is to be common. Fora farther and clearer cxplang;,,, 


by. 
Therife and falling of the hand the Creels call apo, ah $9 
St Augu/tin calls it plauſus, and the Spaniards compaſs, © 
MEDIA. See MEsk andSysTEM. 
MEDIANTYE, the mediant of a mode, is that che. 
which is a third higher than the final, or that divides the fte 
every authentic mode into two thirds, See Mo DE and Ty 
MEDIARUM Extenta. See LyCHANos Mr gy 
MEDIARUM Proxcipalis, See HyPATE MESCN. 


MEDIARUM Sub principalis, See PARHY PATA M 

SON and SYSTEM. _ „ 
Prop MEDIA. See PARAMESE and SYSTEM. n 
MEDIUS Harmonicus. See ME AN and TRIAS. 0 
 MELISMATICO SH. See STYLE. 0 
MELODY, is the agrecable effect of different on 
ranged and diſpoſed in ſucceſſion; fo that Melody is the en 
only of a fingle voice or inſtrument, by which it is diſtinguſb- Wi 
ed from harmony, though in common ſpeech theſc two Mil: 
frequently confounded. „ 
Harmony is the reſult of the union of two or more c 
cording muſical ſounds, heard in conſonance, i. e. at one g 7 
Ui | 


the ſame time; ſo that this is the effect of two parts it lea; 


of % | 1 3 15 TH 
Though the term Melody is chiefly applicable to tl. trebl % 
as the treble is chiefly diſtinguiſhed by it's air, yet ſo far . 


the bais or any other part may be made airy and to fing e 
it may be alſo properly ſaid to be melodious. See REI. 
n,, or „ 

Of the harmonical intervals or muſical ſounds, diſtinguiſh: 
by the names of ſecond greater and lefs, thirds greater 10 
leſs, fourth, falſe fifth, fifth, fixth greater and leſo, and vn 


whatever is ſaid of any or all theſe ſounds, the fare may 
underſtood alſo of their octaves. Sce OcTAvs. 

For the rules of Melcdy. See Cc MYOSIT ION. 

I be word comes from the Greek peas, honey, and g e 


„ 1 129 
it MEL OPOE LA, is the ranging or r difpofing ſounds fo 


101 

a hat their ſucceſhon makes melody: this is ſometimes called 

Na Þ the name of modulation. See Mopu LAT lo and 

10 1 7857 divided by Euclid heſe f. 
19 8 ;YOFIA is divide y Euclid into theſe four parts, | 

"ot e, Neu,, Peiteia and Extentio; Duttus is a progrefiio:. 

i ade gon one ſound to another conjointly, 7, e. Without 

* ning any degrees, and is threefold, SeeDucrTvs.: - 
Nexus, is 4 progteſſion which makes what the {tal 24 call 

: Halte. ger SA L TO. | 
n Pefteid, according to this author, is a frequent rep: tition of 


e me found, But fee PET TEIA. 

Bae is when any found is held out; and Melepæia, tay 8 
- is the knowledge of theſe, and of the applying the princi- 
ar Whos of Harmony. 


W {ri/fides agrees with Kn in the three firſt 3 articles, but 
es no mention of Extentis; but afterwards makes a_ 
| ory nice diſtinction of the different kinds of Heloperia ; frit, 
: fays he, they differ in the genus, and are either Diatonic, Chro- 
aan or Enharmonic; next in ſyſtem as Hypateides, AMeſnides 
ſound and .Netoides 3 then in the tone or mode, as Dori 5 Phrygian, 
: lt] and Lydian ; in manner, as Nomico, Dithyrani ſco, Trapico, 
Lu. ad in what the Halians call Coſtume, i. e. 3 in which 
WO 2 eme are ſaid to be & ſtaltic, which move grief; others Diaſt al- 
: which animate and revive the mind; "hd others Medliate, 
x: cause they affect the mind ſo as not to drive ii to an ext CCA 
Ne n ; 


of either. See Moxes; HVTATOI DES, Ge. El 
Martians Cepella talks much to the ſume purpoſe; theme is lit- 
proou tle lifference between the two but their manner of expteſſion. 

pro This is a branch of the ancient muſic, of which we have o; wy 
bme few general hints, which fo far from be us! rules to guide 
„ are fo intricate and. obſcure as to evade all fearc hers after 
and leave them {1111 ; in the ak 

"Mi Twas on this in feme meaſure, that thoſe nit; aculous + ful. 
bi the ancient muſic depended, ſince 1 it regarded the expreſſing. 


1.0 the various paſſions of the mind in a proper maniter, and 
Tull 

SY 11 adapt 18 the ſounds and movement L004 a Cc to the words, 
P1 OL I NA * 

— x ch were to be ſung to them. As nect with this often 


nentioned in ancient authors 3 18 great reaſon to think 


5 OC %* 7 

We at in their time there were ſome treatiſes hereon, Which ſince 

nde, £ } y ' a | 
„wen have been loſt, and which had they eſcaped the wreek 


| time, or ſome unlucky accident, migl. t have cleared up 

any things which are entirely dark, and appear, 'Y per- 
ty, almoſt improbable, 
RELOS, js no more than a ſong or Piece of me Jody. 
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ST Ef, and MEDIA. 


trat part of their: he ies 
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139 M E. 
MEN, l/s, not fo much. 
Mx forte, nor fo ſtrong, or not fo loud. 
1 novement not 71 brisk and lively 


LEN allegra, a 
Alles "3 Rtanding alone requires, See Al. I. E ORO. 
Men Pr efto, leſs quick. See PRESTO, 
MF N UET, or rather Minuet. See Miu r. 
-MESCOLAMEN T ©: See Uses. 

M E SE, the middle, or that is ſituated betweeri ty 
tremes equidiſtant from either. This name was given 
of the chords ef the ancient Syſfeina maximum & inn, 
an octave above Proflambanomenss, and is the A mi tg of , 
ſecond octave of the modern ſcale. See LyRE and 
STEM. 1 8 

MEOSIDES. See Us U | e 

M. ESO N, (the genitive caſe ** a Greek adjective Ai 
that holds the middle place; one of the tetrachords or ont: 4 
the ancient ſcale was thus denominated, from its pace le. 
tween two others called Hypatan and Synemmennn ; it | 
firſt or graveſt ſound from the Hypaton, and its hich} ; 
fait from Hnemmenen, theſe therefore are called | congin 
tetrachords, See SYNAP HE, TETRACRORD, ind Ge. 
NUS, | | 

MESON Diatonds. 


75 


See LT HAN Os 514068 Ge. 
MESOPICNI $1901, any ſounds that are of a med 17 
degree or pitch of tune, neither very high nor v. ry low, 3 E 
x ON I, MEesE, 2 ind ME$SoON. -. ; oF 
MESSA, 2 arab piece of divine muse uled in 
Remifh church, commonly called the Maſs. ES Obes 
= 7 here Are ſeveral kind al of Maſſe 5, 48 the Kyrie, and Chr 
?as, and the Agnus, ſet to 


75 5 i *y — Y J ” . 1 7 * 4 4 2 f 
fit! «01 1 (y {9 14, L116 Gf FITER \ le SA, FIT 
*/ - x 
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mus EL: | So 7. LI 


MESSE brew, 

Mess E concertatey is à ma 
intermixed with c chorus es. 

Mess E di Capella, is when all the people ſing in chorus A 
771 at's V7, ions e e points, d other ornamen | 
ate utc 9 5 ̃ : | [Þ 

Ms SSE per gli difarti, a maſs ſung for th e ad of * 

Foo 1 KR U S As 1 Mr: T RIC 7 Among the Anctents Wal 
employ'd about the 
ſyllables, or which confidered them as Ns ane mort. 


Musfc. | 
ME TEIN, Toft ut, Monſare,] 


4. * ©% ; = 1 | 
a {hort mals. - = 9 
| C 3 N „3FFͥͥͥ ˙ 1 
1 WHROICH the Dat ts Tecited a * 


* 
7 * 


444 4 7. 1 
Jaftuta, — ic; 


"MEM e ing i» 750 PE 17 * by a motion. of ihe Hand 77 2 7 85 1 
Bar: z TH ſy a, and My aS 0U1 R on | | is 
ME. 


M IN 13 


ME Z 2 A Pauſa, or rather Batluta, half a paufe, inti- 
ing that the part wherein *tis found wat lic ſtill the time 
1 1 +} half a breve, if the bar be but a breve, that ts for the 
fm ws - ſemi-breve in common time; if a ferni-breve only, 
4 0 0 of a minim, Cc. See Pavsk 211d Nr . 
a 0% Hex Hauſa, m ay alſo fignify what the , ench call 
. Daene which is a character of filence for halt a ſemi- 
deve, Which "ſg call Pauſe, dee CHARACTER and 


Wd y 
EPAvSE; 


tun. M E Z. IJ. A Tira ta. Fi TIRATA. Os, 
J | MEZ Z O, ſignifies has, and is oſten found in compoſi- 
ech fome other args 5 | 

1 E220 * DYans, 18 e haut contre. r hig = tenor, 


uch hos the cleff e -i br on the ſecond line, Sec «Pann 
ja and Ak. . 
Mezzo Soſbiro, is a character ſhewing that you are to. 
e e the Sth part of a bar in common time, but if th: 
i WM movement be marked 3 or 3, a ſixth part; if, a tweilth 
en; and fo on for other times, In ſhort, ſays Mr Zro/ard, it 


Ge- is be the time of a quaver = in any movement whatever, 


| MI is a ſyllable uſed aud invented by Guido to exnyrets 
thoſe lounds that were called Hypate Aae, in the firit octave 
169 the ancient ſyſtem, and Nete Dies eugmenen ws the 


cond, and anfovers to E /t 41 of the oigan oi mo derte 
Pee Sys“ > "EM « 


MIN IM, is a note equal % two "Tartan or half 
5 bre. e. See TIME and CHAR ACTER. For ſextu; 
Cr; F 2 minim, fee SEX TUPLE. . 
oil MINOR is applied to certain concords or intery: 418, 


winch yet differ from others of the ſame denomination by 
af a tone, and hgnitics that. Ty on ets: Sce SER 
ted Ae MI- TONE. e 
| Thus we ſay a third Ainor, meaning a leſs third ; a fi:cths 
Horus o; 5 WF 2 Minor. See S1xTH and IHIR 5 
ament oncords that admits of Mater and Minor, that is, grei ter 
6: i ; arc © called imperfc Ct. Sce CONCOR D. 
MIN 0 E, the fame with Minor. 
MIN UE T, or MENUET N a kind of dance 
kocreoi are extreamly quick and ſhort, it conſiſts 
nigh "iP and a ballance ; it begins With a 
; triple, ?tis ſaid to have been vented 
It tag commonly two ſtrains, each play'd t 
bit has four or ei ght bars; the laſt note w. 
Fier the dominant or mediant of the 4250 


8 2 


„ —— ¶ ͤwꝛů 
ON 


Tint M0 
and the fecond has eight bars, it uſually ends on the fa, 
the Male, with a eee d minim or whole bar. bY 
MINUS Hexacno RDON, See Six T AH and He; 
CH OE. | 
MISSO LY O, the 21 blydian ode : one of thy 
authentic Ales of the ancicats, its loweſt chord is G % 
its dominant which en its Octave harmonicaly, 2 20 


— . — _ - 
— — — n — = — — — 


* 
7 by. GTO 


. | 
; 5 * — 1 
* 1 1 188 8 nal EY ; 7 * +a : 7 5 
. higher is D la re, and its final G rc fol. Tis nearly our $6 
a? „ 4 72 Te ? * | 9 5 . : iff 
By tone. See TUodo. This Made i is often tranſpoſed a fourth | 
: ji . * 


F hig! er in C /ol ut by. B flat. | 
MIS] O, nived, is a term given by che ancients to Gm, 
of their AA. odes, 25 well | placal as authentic. See op 
and AUTHEN TIC. | | 


a Oe — 7 arr, 0 i, gas 


— — — — — —  — — 


3 | MIS FP: 220 19 Usus, y . 
1 MISS UR A. Sce Mz ASURE, TRIPLE ang; 
bi PorTrION. | Ck „ 


| i | MIX IO. See Usus. . 3 
Lt:  MOBILI Suni. See SUvoxnr. Thoſe ſounds v ben 1 
_ |. pre ancients called M.bile , were, according to the Cre auth, 
Fi ten in number, and Aiypius particula fly ſays, that Park ot 
Wt Inpaton, Par pate Melon, Lychanss Hypaton, Lychanss Mot 


186 | Trite Sneminenon, Trite Die ceugmenon, and Trite Type oral 725 15 
Wi * and Paranete S nemnue nen, Dieceugmenen, and Fyp, 5 
1 Were the Mobiler or moveable ſounds of the five Terr: 
{11738 and theſe of conſeq! ence were difle rently ſituated accoidy 
nh to the genus in which they were employ” d. See GeNus. 
Il No of theſe ſome are called Meſopicni, others. Ora! 
10 others Diatoni. The Meſepieni are theſe five, Paris 
14400 Fypaten, Parhypate Meſan, Trite Snenmenen, Trite Die 
Fl  menor, and Trite Taper bel nn. 11 
i The Oxipicni are likewiſe accounted five, in cach. 0! tle WA" 
| 1 .  Crerera, as Lychanos Hypaton, Lychanos Meſon, Para it 
ont! Symon re nen, Paranete Dies. eugmenon, and, Parenete Hiper, 
1 only adding the diſtinction of Enbarmonice and Chromatic 1 
. for the Diatanie does not participate of the nature 7s thote e 
ll ff ther two, winch with reſpect to it are called Genera , 
1 | See Spissus. % 
4 Ut | MODE is Adel by ſome diy the particu! lar mater EE 
1% of conſtituting the Octave: or, the melodious contt. tion a e 
HAIR the octave, as it conſiſts of ſeven eſſential and natua un 
| | 1 beſide the key, or fundamental. See Oc T AR. er 
wah A Mode then is not any ſingle note or found; 3 
I particular order of the concinnous degrees of an ae 
Wed The fundamental note whereof, may in another :cn's XN 
i {1.38 called the key, as it ſigni hes the principal note which n N 
* It the reſt. 


MOD + S90 
Tie proper difference between a Mode and a key, conſiſts 
. % hat an octave with all its natural and concinnous 
PD called a Modi, with reſpect to the conſtitution or 
S | nr of Mid ing it; and with reſpect to the place of it in 
ö in aſc, that is, the degree and pitch of tune, it is 
ed a Iker ö that is, an © Gave of founds may be raiſed in the 
c me order and kind of degrees, which make the fame Meade, 
a ret be begun higher or ſower; that is, be taken at different 
1 rec with ceſpet; to the whole - which makes different keys; 
. ' from the {ame definition it follows, that the ſame key may 
Ne und with different des ; that is, the extremes of two 
Lives may be in the ſame degree of tunc; and the divif non 
them different, See Key. e 
Now it may be further ohſerved, that of the natural notes 
L- cvery Made or of ctave, three go under the name efiential, 
Ua -culiar manner, viz. fundamental, the third, and fifth; 
K cir ns being reckoned the {ame, and mar ked with the 
Inc kater in the ſcale: I he reſt are 5 called 
VL pendants. | 


F 

5 100 e 
"Xx 
© 
E 


mant, and the third, as being between the other two, the 
Maliunte. The Jodtrine of the ancients with 'rega 1 to the 
Mrs, which they ſometimes alſo call tones, is fomewhat 
Jute, there being an vnaccountable difference among their 
bihors as to the definitions; diviſions, and nartes of their 
des. 8 | | 
They inde ed agree, that « Made is a certain ſyſtem, or 
inſtitution of fonds and that an oktave with all its inter- 
mediate ſounds is fuck 2 conſtitution ; but the ſpecific diffe- 
nces of tones, ſome place in the manner of di viſion, or 
fler Of its concinnous degrees, and others merely in the 
ferent tenſion of the whole, i. e. as the whole e are 
uter or gr rer; or ſtand higher or lower in the ſcale of 
1 le. | 
Pro; emy kia the Modes the fame with the 28 of the 
gon; but at the ſame time ſpeaks of their being at ſome 
tance from each other : ſome contend for thirteen, ſome for 
ſteen Mages, Which they place at a ſemi-tone's diftance from 
eh other; Hut it is plain, thoſe underſtood the differences to 
only in their places or diſtances ſrom cach other, and that 
ere 13 one certain harmonious ſpecies of octave applicd to all, 
E that order which proceeds from the Proflambanom 01 
the Sylema immutatum, or the A of the modern {yſtem 3 
ens argues, that if this be all, they may be infinite, tho“ 
' muſt be limited for uſe and race. But indeed, much 
aer art Gun them by tie ſpecic; of Diapaſon; and 
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Again. the fundamental is alſo called the Final ; the fifth i 
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be, as it were, an entire body of modulation, conſiſi., 


the uſe ot them can only be, that the Pr eflambarn me 5 


that we muſt alw ays he: zin there ben We wou! 


that ſuch a Had begins in G, it is no more than to f is 


Modes mult be imperſect, and incepable of good omelods; U 
tural notes of a true Mede. Again, it the fect 0 diffe 


whole octave, then we may ſuppoſe one ſpecies or concinio, 


chords in ſome caſes, or * adding new chords to the j 
nem. 


ſome nlſeful and neceſſary chords, 


. „ 
therefore make only ſeven Modes; but as fo their ule we thy 
intirely left in the dark. 1 
Het tius is allo very dark on this head, and defines Ws I 
conjunction of Conſanances and the Diafaſen. 
If the Alades be nothing but the ſeven ſpecies of the 9a. 


any ode being made the principal note of a ſong, een 
be different ſpecies of melody anſwering to thoie diffeten 
of the conſtitution, But then, we cannot conce; e that th 


Proſiams aromenss or fundamental of any Mode is d 
particular chord of the ſyſtem, v. g. the Phrygian to > G; 


piece of melody of that ſpecies. When we ſay in genen 
the ſpecies of octave, as they appear in a certain hx 7 . 
but we may begin on any chord of that ſyſtem, aud mak 
it the Profiambanomens: of any hk by adding n new clio 
altering the tuning of the old one: 

If this were the nature and aſe of the tones, not of the, 


1%} 


wanting ſome of thoſe which we reckon the effentia! 2 7, 


| 1 on Pa 


of the Modes conſiſts only in the gravity and acute 1 «fi 


diviſion of the octave, which being & applied to all the c] nords d | 
the ſyſtem, make them true fundamentals for a certain ſert 


of ſucceflve notes, by changing as above, the aries of certal 
13 | 


But that molt have been a ſim ple kind of melody, product 
55 admitt! ng on! y one concinnous {er ies, and that CO Wan'l 


Muſic was conſiderably improv'd in the eleventh centi 
by Guide Aretine, who among other innovations alte 
doctrine of Modes. It is true they are ſtill detin'd d by the þ 
dies of the octave, in Ptolemy's manner, and their nung 
was hx'd to leven ; but afterwards taking occaſion to con 


der the ha rmonical and arithmetical diviſions of the oi . 
whereby it refolves into a fourth above a fifth, and e . 
above a fourth, they hence conſtituted twelve Modes, . 
of each octave two different /tedes according to theſe difter 
diviſions, 

But becauſe thers are two of them that cannot be di 


oth ways, there ate but twelve Modes. Of theſe, iuch 25 
divided harmonically, that is, with the fifth lowell (vl 


a 


MOD 2" IE 
8 |... {ix) were called authentic; and the other ſix, Which 


de fiſth higheſt we calle d the plagal Hades. See the 
I me ANN CA "ls. 


0 K IA 
* 8 i 
2 / agal. Authentic, 
J : | — 0 6 lan LE 0 les | 
| — 4 — — f h O 
W 4 — 2 dp 
1 0 ; Fo | a 3 e * —.— a 
To theſe Modes they gave the names of the ancient Crees 
* 


ei es, 25 Dorian, Phrygian, Haien but the ſeveral authors 


TE. i the application and order of theſe names. So that 


and are ſtill in a great meaſure at a loſs to find out what the 
tron: by theſe diſtinstions „ and what their real uſe was 
{5 ett The best account we can give, 15 this, they conſider FI 


te, which wants a ap or a fifth, as impetfect: theſe 
ns the concords next to the octave, the ſong ought to 
nen thoſe chords a" frequently, and remarkably ; and 
uſe their Conc! q is different Which makes the melody 
fle. ity they eſtablith d by this two Modes in every na tural 
de that had a true fourth and fifth: then if the ſong 
: carried as far às the agar above, it was called a perfect. 
Le; if leſs, as to the fourth and fifth, it was called 
perfect Mole, if it move both above and below, 
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| hus it is ſome authors ſpe⸗ ak: bout theſs Modes. "Others 
dering how indiſpent. ble a chord the fifth is in ev ery 
2 they took it for the final or Key note, 
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in the arithwe 
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n to eam divided octaves, not the loweſt nd Of that oEtavye 
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he od 


that very fourth, The only difference then in this method, 
wen the P! agal and authentic 1 is, that the authe ntic 
$avove it's final to the octa the other aſcends a fifth, 
leſcends a fourth; which will indeed be attended ah dit. 
effects, but the Mode is eſſentially the ſame, ks Kos 
nal to which all che notes refer. 
Meare now to conſider wherein the Modes of one ſpecies. 
Kom themſelves, (as authentic or plagal). * his muſt. 
„ | he 


| f 
And 4 


M 0D. 


be either by ſtanding as or lower in the ſcale, - 
different tenſion of the whole octave, or rather by the 
ferent ſubdiviſions of the octave into it's concinnous dt Ire, 
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there can be ro other. 
We are then to 53 whether theſe differences are 


ficient to produce ſuch very different effects, as are a 1. 
to the ſeveral AM. For inſtance, the one produces min 
another ſadneſs, a third proper for ene a fourth fo bye 


Fe. That theſe effectz are owing merely to the con 1 8 
the octave, ſcarce any one wil) afirm, The E ia: in t 
conftitutions will indeed have ſome influence, but i; 
ſo little, that by the various combinations of the other cal 
one of theſe /M:des may be uſed to different purpoſes. T. 
ercateſt difference is that of thoſe octaves which have the th 
leffer and third g greater, making what on other occaſions we 
call a ſharp and flat key. 
However, if theſe Modes depend upon the ſhccieg of 
Octave, how can they be made more than ſeven ? and as ty 
iſtinchion between authentic and plagal, we have already q. 
ſerved, that it is imaginary, with reſpect to ary effential i, 
| ference conſtituted. thereby, in the kind of the meloch; 
tho the carrying the ſong above or below the final, may 
different effects, yet this is to be aſcribed to other cal 
beſides the conſtitution of the octave. It is pai ticulzt) 
obſervable, that thoſe authors who give us exampl:. 
compoſition of their twelve Modes, frequently take 
artificial notes tharp and flat, to perſect the melody of th; 
| key; and by this means depart from the conſtitution of ti 
Octave, as it ſtands fixed in the natural ſyſtem. There b 16 
thing certain or conſiſtent therefore in their w ay of ſpeaking, 
but the Mades are all really reducible to e viz. {harp a 
flat, the other differences reſpect only the Rees 0 of t 
where the fundamental is taken, 

The ancient Modes, beſide their deen diviſion into 41 
thentic and plagal, had alſo their teſpectiye names from ti 
{ſeveral Greek provinces, where they are ſuppoſed to have a0 
invented. Originally indeed, there were but three, ois.“ 
ric, Lydian, and Phrygian ; which particularly were al 

tones, becauſe at a tone's diſtance from one another; the ri 

were added afterwards, and were ſome of them named itn 
the relations they bore to che former, pareicularly the Hh 
dari ic, as being below the Doric. 
The Doric Made was a mixture of gravity and mirth, 1 
as” by Thamiras the Thracian. See Dok Ic. 
The fonic Aide, was ſuch as plealant ſong e lige: 
and ſarabands. See Ionic, 
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The Lian, adapted to ſacred hymns and funeral ſongs ; 
vented, "according to Pliny, by Amphion. See LYDIAYN, 
The Phryrian was adapted to the kindling of rage, and 
«52 war-like muſic, fit for Trurapets, Hautboys, and fuch 
ce muſical inftruments 3 in order to animate the men to mi- 
atv atchievements, invented by Marſyas the Phrygian. 

15 Mixolidian was invented by Sappho. 


Mi 


Inv 917 

4 "=" t»pclydian, by Polymne/les. 

Belles theſe Modes of tune, old authors have alſo intro- 
guced Modes of time, or meaſure of notes. 

Theſe were at firſt diſtinguiſhed into greater and le for, and 
each of theſe again into perfect and imperfect; but afterwards 
'Y they reduced all into four Modes, which include the whole 
W fines of time. As thoſe Modes are now diſuſed, authors 
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I but foe Mopo. 
EB The common Made now in uſe is fimple and natural, the 


E i | rge contains two longs, a long two breves, and fo on, 
* proceeding in the ſame proportion to the leaſt note or chara- 
Ger of time, And if on any occaſion the proportion of three 
E (0 one betwixt the ſucceſſive notes be cg Ired, it is caſily ex- 


BRACTZP K. 

: . he ancients had their Modi melopœia, of wh ich A+ Mid. 
names theſe, Dythrambic, Comic, and Tragic, called Hed; 

C from their expreſſing the ſeveral motions and affections of 
de mind. Sce ME LoPoE TA. | 

| 3 or TVoNf EccrkEs FASTIC I, church mades 
tones. See Mod and Tuoxo. 5 

110 DO, Tempo, PROLAT T0 NE, are terms which 


| » % 4 
«KF 1 


Itte modern ancients led; and which are to be mat with in 
E lancient muſic ; by which they name ſome of their r notes and 
characters of ti nic, as the large, long, breve Us {© mis breve, | 


Pninim, Cc. (For Tempo and 'P RO LATION, tee each in 


Prs place.) | 

4 In regard to 1:41 or Mode then, they are certain 1 5 1 
Picuſar lines places after the cleit, to dens ote the value of 
ws 55 whether hi ny were la rges, ic gs, OF r breves 1 0 which 
wu were two forts, mor and 1 5 20 or: Which was 
Pudel again into perfect and imperfect. he ulnor modes 
Pepe d o ry the long. | | | 


The Exlic, Ionic, and Hypedaric, were invented by Pi. | 


de not thought it ſcarce worth their while to recite them, 


Voportions which in theirs varied, is now fixed, as 2: 1; 


reed by annexing a point (.). See TIE and CHA- 


of | | | Movpe 
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Mopo mayore perfe ito, was three lines drawn acroſs the, 
ſpaces, and three others acroſs two only, which ſheye; th 


large to contain three longs, thus, 
1 - | 


4 


= 
MW 8 tl 


1 III — F As tc 
aun 1 W noche 
Mopo maggior Bi imberfetts, W425 two lines AC. Tok threes 2 aun 


. 
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ſpaces, and two acroſs only two ſpaces, which intimated th 
the large contained cight ſemi-breves, which 1 is it's uſual engt 
in common time, of two times; as | 


Mono mine perfetto, was only c one line drawn acrof. che 
paces, to ſhew that the long contained three breyes, as thy, 


nao does i 

2 — — it the 

| V 42 

Mopo minore imperſetto. Was a line drawn through ty * 15 

6 Fpaces, and fixed the value of the long to two breves, a. ö 5 i 1 
E Cl 

2 Z ac compli 

ſte TRE 1 jor, t 

7 8 T 4 185 cha 

Though theſe Ae are diſuſed in modern pr act eng it 

tis yet neceſſary they be known, being often found mY 0 E VO] 


T ation, 
; par 
q | lo ca! 
ne- ba 
0 W in t. 


muſic of about three hundred years old, which was excellent, 
and which is by many neglected ind thrown au, becaul 
they are nnacquainted with the characters therein ule 
ODU ATI ON, the art of keeping | in Or C hang! 
the node or key. Se Mops and KE. \ 
Under this term is comprehended the regular pro Net of 1 Iy 


ſeveral parts, through the ſounds that are in the harmony " If for 
any particular key, as well as the proceeding naturally 1 In ath 
rc Tulacly from one key to another 5 them, 

Ti he rules of Medulation in the firſt ſenſe, belor 8 to lat. N s m 

me my and melody, See Harmony and ME 1. | B 

2 {hall here only add a word with reg hd fo. the Pls 1 0 

lg JOW 


* Modulation „ in the latter ſenſe, | 
As every piece mult have a principal key ; and 1 0 
variety fo nEceit: ar) TH mulic to pleaſe and entert ain, folbich 
the being confined to one kc 7 3 and therefore it is 10! 
allowavle, but neceſſary to modulate into. and mare < 
_deinccs on ſeveral other keys, | naving a retation or © 
with the principle key: it muſt rg 1 5 lered Wha! i 1 ci th 
counſtitutes a CO! weste 11 \ between the harmony of one key 100 


: 
16 
— 1 


M 

* 7 
x bars 
4 

__ 5. 
"ug — "ig \ 
) ſ 1. 
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= tance 


5 I. of another, that it may be hence determined into what 
3 ns the harmony may be conducted with propriety. Sce 


A 

1 i the manner in v hich Modulation from one key to 
other performed, ſo that the tranſition may he ea ſy 0 
nal, 'tis not eaſy to fix an preciſe rules: for tho” it 

; viedy performed by the help of the ſeventh greater of the 
I ey, into which the harmony 1s to be changed, whether | it be 
3 Warp or Bat, yet the manner of doing it, is ſo various and 


no ive, as no rules can circumſcribe. A general notion of 


may be conceived under the following terms. 


Tie ſeventh greater, in either ſharp or flat EL 18 the 
Eid greater to the fifth of the key, by which the cadence is 


— 
. 
* 1 
_ 
* 
2 


* 
* 5 £ 
a * 
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. ef performed ; and by being only a ſemi-tone major below 


q ekey, is thereby the moſt proper note to lead into it, which 
4 Jes in the moſt natural manner imaginable; z miamuch 
3 the ſeventh greater is never heard in any of the part, 
. che ear expe ots the key ſhould ſacceed it ; for whether it be 
* das 2 third or a fixth, it always affect us with ſo i imper- 
aa ſenſ tion, that it naturally expects ſomething more per- 
3 to follow it, which cannot be more eaſily and ſmooth! ly 


Wccompliſhed, than by the ſmall interval of a ſemi-tone 


1 5 to paſs into the perfect harmony of the key. Hence 


chat the tranſition into any key is beſt effected by ntro- . 


* ing it's ſeventh greater, which to naturally leads to it, 
: * 10DULI, Campanarum, chimes, a kind of periodica 


; ation, produced at certain ſeaſons of the ay. * 2 particu- 


apparatus added to 4 clock. 


it calculate numbers for chin. and to fit and divide che 
I 'me-barel, it muſt be obſerved, that the barcl muſt be as 


ng in turning round, as you are in ſing ging the tune it is to 


\ 
p lay. 


L As for the barel, at may be 4 up of certain bars which 


7 In athwart it, with a Convenient uber of wholes punched 


them, to put in the b ins that are to draw each hammer ; 

4 is en the tune may be changed without changing the 

6 bis cafe, the pins or nuts which draw the hain: mers, muſt 
nz down from the barel ſome more, ſome leſs, and tome 


nd ng uprizhe 1 in the bare] : the re afon whereof, is to play 


? time of the tune rightly ; for the diſtance of each of 
e bars may be a ſemi-breve, but the ufial w ay ls to have 


b pins which draw hammers fixed on the barre). 

ww the plac ng of theſe pins, you may proceed by the way 
* 0 enges on Bells, Dix. 1, 2, 2: 45 Oe. 01 rat he I make 
E T 2 8 9 fe 
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2 ʒ ſuch is the Royal Exchange clock in London, and others; 


140 MOL 
uſe of muſical notes: when it muſt be obſerved, 
compaſs of the tune, or how many notes or Bells + the 
from higheſt to loweſt; according! gly the barel muſt be > 1 
trom end to end. 
We ſneak here as if FR were only one hammer +, 
Bell, that it may the more eaſily be apprehended « by 
wo notes of the ſame ſound come together in a tune, . 
muſt be two hammers to the Bell to ſtrike t. 80 Ut: 17 
all the tunes you intend to chime of eight notes, 55 0 
happen to be ſuch double notes on every Bell; inſte, i fk 
you muſt have ſixteen hammers; and according!) 
divide the barel with the fixteen ſtrokes round it, 
each hammer's tail : T hen you are to divide ig 
into as many d liviſt ions 25 there are muſical bars, pan, 
minims, &c, in the tune. Thus the hundred plalm t 
has two ſemi-breves ; and therefore on the me hunt mt nen. 
be a whole diviſion from 5 to 5, as you may under{; Ka pl. 
ly, if you conceive the ſurface of a hate, s if dee al 
cylindrical ſuperfices of the bare] was ſtretched out at c, TI 
or extended on a plane; then ſuch a table fo divided, 1 de u 
were wrapt round the batel, would ſhew the places ut ride; 
the pins are to ſtand in the barel, for the dots running abu :cpred 
the table after ſuch e would be the places of the 31: e Py: 
thy t piay the tune... I Ptolen 
ndeed if the chimes are to be compleat, | you ought t t) b ox 
a let of Bells to the Gamut notes; fo as that 2 8 Be 1 has 
Ing the true ſound of fa fol la mi, you may play the tune u. 
ir's Hats and ſharps; nay by this means, you = play the b. 
2nd treble with the ſame barel, and by ſetting the names 
the Bells at the head of your tune, that tune my be ef 
ir ransfcrred to the chime barel, without any 5kil! in mas 
but it muſt be obſerved, that each line in muſic is thre note 
Aden; 3 there is 2 note between each lind as well ; 
UOOn 1 > 7 
MOLLE lignifies no more Qian a flat found, t.4, 
when compared to another that i is half a tone higher, ten 
fore called ſharp, ' 
Guide's ſcale was divided into ſeven hex? chord 8 85 | 
two were by B Þ, and placed in a column by. 
called the column of B Malle. | 
There is neither flat nor ſharp any more than c 
Erave abſolutely ſo call'd, they are merely terms of re 
for the ſame found may be either flat or mar O72) 
acute, according to the other ſound it is compar 0 FO * 
ſay a note is Aat becauſe it has ſomething in it cet 
faſter, (as the word elle int imates) than its har. 
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actes, uſes, and effects of flats and {ho arps in muſic. See 
7. SHARP; "and CHARACTER. | 
MOL TIPLICE. SeePreporTION. 


7 U N E. | 5 
It is compoſed of a rule divided and ſubdivided into divers 


parts, whereon there is a ſtring pretty well Kretched upon two 
oridges at each extream thereof. | 5 

in the middle, between both, is a moveable bridge, by 
whos means, in applying it to the different diviſions of th 
ine, vou find that the iounds are in the fame proportion. to 
one «nother, as the diviſion of the line cut by the bridge 
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dee alſo 8 UND. 
TO are alſo Monocherds with bs eight 1 fixed, 


1 


W :oreſenting the entire - found or open note, 
E Pythagoras is held to have invented the Maonichord ; 3 and 


E xox and INTERVAL. 


Vere 1 r, they called them uniſons ; it 1: 2 Octave, or dia- 
E /2/on ; when as 3: 2, fifth, or diapente; when 4: 3, a fourth, 


DrAP ENTE, DIA TESSARON, (5c. 

The Anachord being thus divided, | Was properly what 
3 BY uy a i Alken of which there are many kinds, accord- 
YZ EM. 

br / wh lis 1 as, s taught the diviſion of the Monrehord in the 
ee bical Tranſe? Tons, and 'tis as follows; © Any ftring 
' joy that a er, open and at it's full length, will ſound ar. 
cave or diapaſon to that of fame firing ſtopped i in the mid- 
e lience we give the Octave the duple ratio of 1 : 2, be- 
= © cause ſuch is the proportion of the two ſtrings; and upon 
e lame account we allow the fifth the /e ou. alter ratio of 
*F 2 and toa fourth, the /eſqui tertian of 4: 3; and to 
As tone, Which is the difference of the for 'rth a and 4 Hitt] h, the 


(qu dave ratio of 9 8, And univerſal ly, Whatever ratio 


4 &# 6 


6 ot 


MON "4% 


O NOCH OR PD, a muſical inftrument, wherewith 
try the variety and proportion of muſical ſounds, See 


- — 
2 2 2 %” r 2 
* _ ” * 


The Manch Faw) 15 called alſo the harmonical canon, or the : 
ananical rule, becauſe ſerving to mcature the degrees of the 
gravity and acutenels, See Grav ITY and ACUTENESS.. 


the uſe of all which may be ſupplied by one ſingle moveable _ 
bridge, by only {hifting it under new chords or ſtrings, alway s. 
Ptolemy examined his harmonical. eas: a See Ca- 
When the chord was Fiel into equal parts, ſo that the terms 
or diateſſaron; if as 5 4, ditone, or tierce mejor; as 6 55 


mi-ditone, or tierce minor; laſtly, if as 25 : 24, a ſemi-tone 
3 oe or dieze. See Un1son, Oc AE, Die Asox, 


erent diviſions of the Hanocherd. See ion > 


Lag 
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of length, taken in the ſame ſtring equally ſtretched, , Ot 
fach and fuch founds, juſt ſuch ratios of gravity we aher 
the ſounds ſo given. But when an octave is faid in Comm, 
ſpeech to conſiſt of twelve ſemi-tones or fix tones, dn, 
not to be underftood according to the utmoſt rigour o 1 
thematical exactneſs for ſix ſuch tones as that between 1, ind 
ni, (called diezertrc) which is the difference of a fourth a, 
ſifth in the ratio of 9: 8, are ſomewhat more than an d. 
tave, or the ratio of 1: 2; and conſequently ſuch emi- tone 
is more than the twelfth part of an octave, but the dif ende 
is ſcarcely diſtinguiſhable by the car, whence *tis dual {4 1, 
ipeak. And accordingly, when we are directed to take the 
lengths for what arc called twelve ſemi-tones in the g _ 
trica] proportion, it is not in utmoſt ſtriftneſs, but r to | 
* acurate enough for common utc z as for placing the frets 
the neck of à Viol, &c. wherein greater exactneſs i; yo 
thought neceſſary 3 this is convenient, becauſe the ctay, 
of the key upon altering the place of mi, gives no ney 
trouble, but ſerves indifferently for any key, and the diff. 
cence is ſo ſmall as not to offend. But the more cd 
ceeds thus, preſuppoſing the ratio of an octave to be 1:2 
this is divided into two ratios not juſt equal, for that woll 
fall on the ſaid number of ,/2 : 1, but nearly equa, 0 2 
to be expreſſed in ſmall nvimbers to which end they doub'e 
the two numbers, and make 4 : 2 inſtead ot taking 2:1 
which is the ratio, and enterpoſe the middle number , and 
of theſe three numbers, that of 4: 3 is a fourth; of 4 2, 
a fifth, and both together an oftave 3 and their dite rence. 
is a tone in the ratio of g: 8, as appears plainly by t,. 
ordinary method of multiplying and dividing fractions, 1 . 


| 2 
8 4 b . and 202 208 Thus! in the comm. I {ca 


a ( r 


A A K K a - &@ 


2 
taking an ns in theſe notes, /a fa fo! hs mi ſa jul! L, bs 
© pole from E to e, (placing mi in Bfa bmi, or mtu, 


the lengths for the extreams /a la an octave, are as 1 2 ; then 
for la la, (in la fa fol la); or mi la, (in mi fa. {ol ln } 2 4M th 
as 4 3, og 9,ors8: 6; thoſe for la mi, (in 5245 of 
or la la, (in la mi fa fol la) z fifth, as 3: 2, 12:8, 9: \6; 


thoſe for Ia mi the diezentic tone, and difference of i a bout 
and fifth, as 9: 8. Thus we have for theſe four not: 

ni la, their proportional lengths in numbers, 12, 95 5 0 
Then if we proceed in the 1! ke manner ro divide the fifth. 
fa fol la mi, or la mi fa ſul la, or the ratio of 4: 
near equals; take double numbers 6 : $ and Interpol mt 
middle number 5, of the ſe three, 65 


2 bs 


to MC 


4 that It 6 7 


W © foiitt 
| 7 ta 


che l 
ing fi 
ns t 


Ig ©: the lefſer third la mi fa; - and that of 3: 4-15 hs 


: eater third fa fol la; which put together, make a fifth 
— on 


6 8 | 
5 „; and their difference is as 24 "20; 


W i. e. bas "(= = : ſo we tins for theſe three notes la fa is 
4 x25. 
W : :hcir 5 oportional length in numbers, as 6, 5) 4: again, if e f 
div! ge the ditone, or third greater, as /a /5/ 55 in tlie atis 
ci: 4,07 10:8, into two near equal. by the middle num- 1A 
ber g; then we have theſe three numbers, 10, 9, 8, that 

E © of 15: 9 the leſſer tone, and ꝙ: 8 the greater, But We- 1 
tber /a ſel ſhall be made the leſs, as 10: 9, or fol {z the: 1 
I greater, as 9: 8, or this the leſs, as 10: 9, and that the 1 
I greater, as 9 : 8, or ſometimes this, or ſometimes that, as 1 
there is cation; to avoid what they call a „hn, is fore» 1 
E © what indifferent; for either way, the compound will be 
| 155: 4, and the difterence which i is called a comma, as 


e e 
80 3 J. ** rs TIP 4? * ( * See 


f COMMA. 

Loaſth, It irom that of the lets third, la mi fa, whoſe ratio 
:6:5, we take that of a tone 1a m, the difference of a 
fourth or fifth, as 9: 8, there remains for * ſemitone 


7 ach or lo fa, that of 16: 15; 1. e. 508055 8 5 Ib 907 

8 45 75 1 
ie less third may be Myided | mtc three near - equal: 0 oy tok- 

F ing © incl numbers in the ſame ratios 18 : ws, and i 6 A 

de two mediates 16. 17, which therefore will | 


- ” 


* 


Pg 


La! 


20 3 TS 9 2 * * — 
1 * 


5 . 18 17 10 138 7 
* V 16, and 16 15 . N 


. dix PR into it's ads near Afar called fo mi-tone es; "i lat Of 
: : 5 a 
= 3 18 
. 817, and that „„ 4.6; N And 
I ; 17 16 16 8 
es fone, that of 10 9, or 20: 18, may in like man- 
ner be « ſivided into that of 20: 19, and of 19: 18 3 2. e EY : 
9570: „ „ = 
= A 7 e773 . hich anſwers to what is aligned to flats 
Þ r rng ſo that by this compoſi tion of eight notes, la fa | ih 
4 11 Wap la, their ratios tt. nd thus; that of a fa, or 
A Fel 2 101 5 3 that of fa al, 28 1355 9 3 and of fol la, 48 
6, (0 elſe that of 7 fol as 9: 8, and fol ia 23 10: 0) 
10 oy 91 is its 9 5 8, if gith; th 3 slcater QL 1 le {3 LO S 


i 1. 
I 17 IG 


* 


TY) 


144 „ 
* to be divided irito flats or {harps called ſemi- tones, eit pal ue 
© are to be ſuch as above- mentioned.“ But that inst um n 1 
now diſuſed, the modern muſic not requiring ſuch quis MR) 
Again he adds, That there may be a like div fe, 
5 fourth into two near equals, which was really done i „ ge 
chromatic and enhermonic genera of the Gracin; eon 
a ap pears ® 1 75 1 
Monochord is ned. for any rouſical inſtrument t conſiſſip. * 
only one ſtring or chord; in this ſenſe, the Trumpe: Wh W pico per 
may properly be call d 2 Monzchard. See TRU MPET aj M 
CHORD. | | e, 
The word is derived from the Gres „O., lim; Nins 
wa: oH in, @ chord or ſtring. See STRING x OY ec, 
MOR A, ac convenientiæ fi Ignum. See Punto. = erna 
M ORES, or CosrumE. See CosTuUms er Us, Mili) i! 
MOSTRA, the ſame with index. See Inn: x, Tha | Wilt an 
marked at the end of a line or ſpace, to ſhew what ny dem 


8 n, 2 
arſt note of the next has. == OD we 


if this fit q note be accompanied by a , or flat * ;t 7 ll 
be well to place thoſe characters with this 44/77. Alſo! | eptati 
in thorough baſs this firſt note have any cy phers, it would he Ned 
ol ſome ule to put the ſame cyphers with the. charter, » E Wit 
the end of the preceeding ſtaff. Again, if the Part Clanp E Where 
it's cleff with that firſt note, the cleff ought to be mariel other, 

with the Haſtra in the ſame manner ; it is of great ui 1 Fi * Jon 

cially in ye motions, | in that it Pre; pares you for what i = The 


to come, N new 

MOT ET T O, a fort of church muſic, coin! Ofes 3 The 
much art and ingenuity, from one to eight parts, wing 4 tt 
without inft Umenty, et 1 accompanied rag I 10 O ® thi 


baſs, | | I The 
wW hen the compoſer g TIVES a loſe le fo his fancy, Wit“ Deut C00. 1 n found 
fining himſelf to any rules; ſubjects, or paſſions, the talen * ma 
call jr Fortaſta, or Ricertatra. Ss ML 
The word is uſed at large for pieces made to Hmm 1} conſide 
faints, &c. and whole plalms are often thus callect. © of 
MOTIVO, Mettve, that obliges or induces u !6 09 9 are; 
particular thing, ſollow ſome intention or deſiga; a: Men Wi 
di Cadenza is when the lower part moving the erase 
2 fifch falling, and a fourth riſing altern ately {wil 920 Me. 
polition of the notes called atto 4. cadenza, and W171i cer 
us to make a cadence) the parts ſeem to avoid 520 ode 
concluſion; whether by {/acopating the fevei n nn 
place of the eighth, or by any other means. Ws, 
This is of very good eſtecl, en in fügung Þ 
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MOTIO N, is the manner of beating the meaſure to 
F len or flacken the pronunciation of the words or notes, See 
= sun and TIME. 

ro Motion in ſongs compoſed ? in double or common tine 


; 2 EC () at M O N. / 
E ris the Motion tl chat diſtinguiſhes Courants and Sarabande, 
1 * from Gay ots, . Chacones, &c, See each under it's 


10 Pe artic 
10 1 0, or more 8 according to Zur kn, Mor 


I 1e is a term that has many ſignifications in muſic ; e L 


$4 4+ 


5 ' bes 1 Mea 118 only a motion or paſſage from One note fo an- 


ccryal ; and is the fame whether the intermediate degrees (it 


there df be founded, or only the extreams of them, 48 80 | 


iſt and laſt t found of any given interval. 

Some ner it regards the quickneſs and flow neſs of ſack. mo- 
„ n, as a brisk, ſlow, lively or languid motion; and in this 
Ne tis uſed with regard to minuets, gavots, ſarabands, &c 
WS ech in it's proper ol: ace... See alſo Mor to. 

I But the moſt common, and indeed the moſt important, ac- 
Neeptation of the word is with reſpect to harmony, thoſe above de- 


=» 


5 wherein an upper or treble part moves from one ſound to an- 


f i done three ways. 


me way, either upwards or downwards, and is called Moto retto. 


. bh this is therefore called Moto cantrario. 

: n is when one of the parts holds out, or continues 
| a ſound, while the other riſes or falls on any note whatſoever, 
4 f KF 15 makes what the [talians call Moto cbl:; 40. See OBLIQUO, 
MUS ICA, Mvusick or Moste, the ſcience of ſound 


$ of d aiſpoling and conducting ſounds conſidered as acute and 
Ne, and proportioning them among themſelves, and ſcpa- 


any 


We'ct certain meaſures of time and tune, may be produced; and 
1 ae cred and diſpoſed as either in conſonance (i, 6. joint 


=. 19 80 Or ſucceſſion, or both, they may raiſe agtecable ſen. 


. 5 -s from that of thoſe in triple time. See TrIpie and 


cher, at whatſoever diſtance, as a ſecond, third or any other | 


| * ed only regarding melody. See Mr LOD and HARMON v. i 
Vith regard to harmony, tis the comparing the manner 


I other, with that wherein A lower or baſs part moves; this 43 to 
be arit is when. the upper and lower part move both the 


3 Tic ſecond is when in comparing the upper with the lower 
, the one zſcends while the other deſcends, or é contra, 


qoonlidered 45 capable of producing melody or harmony; or the 


Wits them by juſt intervals pleaſing to the ſenſe. - See 


FR» / 45 2 defines it a ſcience that teaches e ſound Og 


1 _— = From 


146 


Mus 


From this definition the ſcience naturally di 
into two general parts, v. g. ſpeculative and practical. 


1 VI UNS 


les fy 
«Ss +, 


The firſt is the Knowledge of the materia mufico, or toy 


to produce ſounds in ſuch relations of time and wa 


& as = 


be agreeable in conſonance or ſucceſſion, or both; by wh 


we don't mean the actual production of theſe ſound by; an 10 
ſtrument or voice, but the knowledge of che vario 
of tune and time which are the principles out of u. 


pleaſure fought derives. See Tunes and Time, 


n 
110 


* 
AU} > 4 
: 

*:% 


The ſecond is how theſe principles are to be 2pphiet, 


how founds in the relation they bear to Muſic (as thoſe a, 
termined in the firſt part) may be ordered, 
put together in fucceſſion and conſonance, fo as to anſy; 
and this js what we call the art of co pol 


See Con 
U* 


the end; 


which is properly the 85 part of Aufi. 
PST TON. 
Some add a third br ranch; 


and vario 


Viz. the knowledge of af \$ 


ments; but as this depends altogether on the firſt, and 


the application and expreſſion of it, it cannot ay e y 


under the definition, and 2s ly is no part of diy 


the ſcience. 


The firft branch which is the contemplative part, dir 


itſelf into two; 


of time 
'IRIPLE; 


The former is properly what the ancients call ffarrionid, 
or the doctrine of harmony in founds, as containing 
cation of the grounds, with the various meaſures an 2 den 
of the agreement of ſou nds in relpect of their 

| HAR MUNICES. 

er is that which they call R; ue 

© the numbers of {ounds or notes, with rc ji 

tains an explication of the meaſures of ng and itort 
in the ſucceſſion of ſounds, 


T} ne bh 
treats © 


quick and flow, 


MICA. 


The ſecond part, which is the practic: al part, as raten! 


the knoxt ledge of the relations and meg 


and the doctrine of time itſelf, See Ting 


eNy1 
9. 


— 


1 9! ne Aus 


vides itlelf ints two, anſwering to the parts of #2 #11!) 


That which anſwers to harmonicks the anti: 
abceia, becauſe it contains the rules of N ſongs 
reſpect to tune, and harmony of ſounds; 
Tays, we have no reaſon to think the ant ende h ad 
thing as compoſition in parts; but as they talk of co 
harmony of many ſounds heard together, this impl. 


diction. 


That which anſwers to o Nythmica, they catled K 
containing rules for the application of number 2d 


* N HMOPGEIA. 


ts called 41 


1 


1 31 +" 
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We find a ſtrange diverſity in antient writers, as to the na« 
ture, office, extent, diviſion, Wc. of Muſic. 
The name is ſuppoſed originally formed of Muſa, Maſe; the 
Muſzs being ſuppoſed to be the inventors thereof; Kercher how- 
ber, will have it take it's name from an Foy; tian word, as 
Y ſup) xo ing it's reſtauration after the flood to have begun het ©, 
„ [cation of the reeds Sc. on the banks of the river Nile. 
E 7/-4chius tells us, the Athenians gave the name of Aſufic to 
A every art, 
What in the proper and limitted ſenſe of the word is called 
Y Muſic, bas for it's object motion, conſidered as under certain 
. regular meaſures and proportions, by which it affects the 
endes in an agrecable manner. 
I Now as motion belongs to bodies, and as found 1 13 the effect 
ot motion, and cannot be without it, bit all motion does not. 
3 produce ſound; hence this laſt branch of Muſic bec ame ſub- 
divided. 
Where the motion is wi ithout ſound, or as it is only, th t MY 


A {oria which contains rules for the regular motions of the bo 
E dy in dancing; or Muſſca H ypecritica, which reſpccts the mo- 
W tions and reſtares of the pantomimess. 

Phon the motion is only perceived by the ear, that is, 
ben ſound is the object of Muſic, there were three ſpecies, 


dhe proportions of ſounds as to time, or the ſwiftneſs and 
4 . of their fucceſſions; and Metrica, which belongs 
8 p:operly to poets, and reſpeCts the art of making verſes ; and 
BK hes are the principles which Aaypius allows of. ; 

3  Aviftides, Ouintilianus, Bacchius, and other #ntient writers, 
cefne Muſic the knowledge of ſinging, and things belonging 
ur which they call the Pn of the voice and bod 53 
W 25 |;  finging itſelf conſiſted only in the diſtercnt tone of the 
"The fame authors, Gag der ing r Muße in the lar geſt dent of 
* word, divide it into contemplat ve and active; the firſt, 
they, is either natural or artificial, The natural is either 
1 uh ctica}, becauſe it conſiders the proportio ins of numbers, 
. | phyical, which examines the order of the thines of 
Wat re, | | : | - 
The artificial they divide as above, 


* into Hirni, 
4 n Math ca and Metricy | 


ea of fight, it was either called AA.. f ca Orcheſtria, or Salt — 


uz. Harmonichs, which conſider the difference and proportions 5 
Ia reſpect to acute and grave; Riythmica, which reſpects 


Say active, which is the application of the artificial,” is 
ither Enunciative, as in oratory ; O, ganic On i nome WP 


I I 'vImance Atica), for the voice and 7 ring of plalms:; Eh. 
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pocritical, in the motions of the pantomimes z to which ler. 
add Hydraulic, though in reality no more than 4 ſpecies | 
organical, in which water 1s uſed for the producing 
difying of ſound. 

Parphorius makes another 3 of Muſic, taking 
the limitted ſenſe, as having motion both dumb and 1G; hs. 
for it's objects, and without diſtinguiſhing the ſpec ulative * 
practical, he makes it's parts theſe fix, viz. Rby;hiicy, 
the motions in dancing; Metrica, for cadence and recitative, 
Organical, for the practice of inſtruments; Lilie, 4, k 
the numbers of feet in verſes ; Zypocrriica, of the geflutet 

” pantomumes z and . RI Ss for ſinging. 

The Base faculties, as they call them, a are J , 
which gives rules for the tones of the voice cr in fun 
and Rhythmspaeia, for motions; as allo Pozfis, for ma 
verſes, 

Muſic appears to have x ee one of the moſt antient 05 
and of all others vocal Aufi c muſt undoub ted ly have | f 
the firſt Kind; for man had not only the various tone 
own voice to make his obſervations on, before any othe 
or inſtrument was found out, but had the various frac 
birds to give him occaſion to improve his own. voice, an! 
modulations of ſounds it was capable of, 

Of the many antient writers who agree in the cor 15 

| we ; [hall only mention * who ſays, 


ua, 105 


* 
81 4 
T 
15 
77 
ELSE 
Pp 
” 
- - 
1 
, - 
E's? 
* 
. 
1 


At lnuidas avium vores imitarier ore, 
Ante fruit multo quam levia Carmina Canta, 


Concelebrare Homines peſſent Auriſque juvare, 


ot 
1 
= 
7 
bt; 
IN 
+. 
a 
„ 
F 
I : 
F 


OE ITED 
— opt 


7 he act invention of wa nftrume nts he = aſcriba 10 
obſervation of the winds blowing in hollow reeds. A 

We might here add another teſtimony of the ant quicr WE defer; 
this art, from the Holy Bible, which ſays that 2 / the oe 
irom Adam vas the father of fach as handle the Pa! = / 
can. 

As for the other Lids of inſtrume ents, there were to ra 
occalions for cords and firings, that men could not bc 192 8 
obſerving their various ſounds, which might file 
{ir, nged inſtruments. See Corn. | 

And for 8 alſatile inſtruments, as Drums and n | 
might rife fro mM 8 obſervation of the hou: W nv. 
Cave bodies. See Drum. 

Plutarch, 05 one place, aſcribes the invention 
the God Apoll, and in another to Amphion, fon ot 7 


—— 


and Antope : This laſt, however, is pretty gener“ 


\ the firſt who brought Muſie into Greece, and to have 


en the inventor of the Lyra. The time he lived in is not 
oo 2 upc M. dee I. RE. 


_— 
* 
5 


2 
3 
Bf 
4 . 15 
- ! 
— = 
3 . 
1 


ro him ſucceeded Chiron the Demi- God; Demodocus, Her- 


8 mes Triſncgiſtus, O! lympus, Orpheus, who ane make the firſt 
Soccer of Muſic into Greece, and the inventor of the 
iir: Phenicins Terpander, who was co-teniporary with 
e guts, and ſet his laws to 227 ic, to him ſome attribute the 
W «£4 institution of muſical modes, and of the Lyre; Thales 
e Thamyris, who is faid to have been the fi: cit lass entor of 
Mafic without ſinging. 


1 heſe were eminent muſicians before Homer's time. ', TON 


later date were Laſus Hermionen ſis, Meinyp; des, Philoxenus, 


T, 


1 mas Phrynnis, Epigonius, J yſander, Simmicus and Diado- 


ho were all conſiderable improvers of Muſic; Laſus is ſaid 


4 fy ave been the firſt author who wrote on Mu: he lived in the 
I rim: + . Hyſtaſpes. Ep 199745 invented an inftrument 
W with forty ſtrings, called Epigontum: Simmicas allo invented one 
ch thirty five ſtrings called Simmicium: Diaderus improved 


ia by adding new holes, and Timetheus the Lyre, by ad- 


ding a new ring ; for Which he was fined by the Lacede: 


MHA 3, 


as the accounts we have of the inventors of 8 in- 


zay thing of them beſides their names, 
The general div iſion of inſtruments, is into fringed infiru- 
ments, wind inſtruments, and thoſe of the pulſatile kind. 


, Epigonium, Simmicium and Pandoren, which are all ftruck 

© \ with the fin gers or pletira; ſome of whic vou will find 
Ws -<cicrived under their proper articles. 
ind inſtruments, we hear of the Tibia, Filtula, Hy- 
'ra4/ic, and other Organs, Tube, Cornua and 3 beſides 


ind com mon, Trumpet, Frenc „Harn, Baticon, Haut- boy, 
Je, which! ſee in their places. N 
Oft the pulſatile inſtruments, we hear of the Trmbarumn, 
alu. Crepitaculum, Tintinabulum, Crntalum and F. Artie. 
ne ot theſe likewiſe you will find deſcribed under their 


Ha 8 * 1 f q 
_ % + 4 552. 9 


Los pl ; nor could authors expreſs the: C opinie, of ic 


enough, but by inculcating that it was uſed in Heaven, 


5 va One of the princi pal eme; tainments ot the 2 8, 47 
us of the vlelicd, - | 1 5 


ſtruments among the antients, are very obſcure, o alſo are 
thc accounts What thoſe inſtruments were; we ſcarce know 


Of ſtringed inſtruments we hear of the Lyra or Cythara, 
I P/altery y, Tet rigon, Sambucus, Magade, Barbitmn, Pettis, 75% fe 


1 many others of a more modern 3 as Flute, both German 


c has been in the higheſt « eſtcem in all ages, and among 
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tven madneſs derer 


and therefore by Mae, they pretended to revive the hm. 
tive harmony af it's faculties : 


— — 


The effects aſcribed to it by the antients, are à moſt „ 
raculous; by means hereof diſeaſes have been cured, unchas: 
ty corrected, (editions quelled, paſſions raiſed and calmed, ,, 

Athenæus aſſures us, that antiently all 5 divine nde 
exhortations bo vertue, the knowledge of divine an! hg 5 
things, lives and actions of illuſtrious perſons, were ur. 
verſe, and publickly ſung by a chorus to the ſound of Ws 
ments ; which was found the moſt effectual means + 
preſs morality, and a righ ſenſe of duty on the mind. 

Muſic made a great part of the diſcipline of th: uns. 
Pythagoreans, and was uſed by them to draw over the m 
to Jaudable actions, and ſettle in it a paſſionate wave of Virtue: 
it being their doctrine that the foul itſelf conftſted of harm, 


j 


F a 
4 


by their primitive harmony 
they meant, that which according to their Dogma, vn 
the ſoul, in it's pre- exiſtent ſtate in Heaven, 

Dr Wallis has endeavoured to account for the ſr priſo2 0 


fects aſcribed to the antient Muſic, and charges them »: 


pally on the novelty of the art, and the erbe, of q 
antient writers; nor does he dou but the modern ht. to. 
teris paribus, would produce effects as confiderable as th » 


the antients: The truth is, we can match moſt of the 217i 
ſtories in this kind, in the modern hiſtories; if Tit 


could excite Alexander's fury with the Phrygian ſcund 


Tooth him into indolence with the Lydian, a more m xern 1 


ſician is ſaid to have driven Eric king of Denmar# int» (+ 
a rage, as to kill his beſt ſervants, Dr Neroenteit en | 
an Halian, who by varying his Mufic, from brisk to | lem 
and fo vice verſa, could move the foul, fo as to cane d 
tion and madneſs, And Dr South has founded his pozm c 
Muſica Incantans, on an inſtance he knew of the | ſame hin jy 
Derham, in his Phyji:e-Theology, makes mention ©: 


other things equally furprizing with the inftance: 0 


| Cited. 


Mufic, however, is not only found to exert it's force on t 
affections, but on the parts of the body ; v 


witneſs Ga! 
mentioned by Mr Br:yle, who could not contain hls + MES: 


the playing of a a Bag-pipe : Phe Woman, ment 102) ed by if 
lame author, who would burſt into tears at the ti 


tain tune, with which other people were but little 1 ed 
ſay nothing of the trite ſtory of the Tarantula 
inſtance in the French hiſtory of their academy ob a muſt 


being cured of a violent fever by a. 1: tele concert 


fionally played in. his room, 
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tne, that would tremble at the found of a particular pip 
1 organ. 3 ; and Morhoff mentions one Petter, a Dear, 
o could break a rummer glais with the tone of his voice. 


! ſhake and tremble as if the earth would open, when 


Pp ; the found of organs ; that he has felt his hat do ſo under 
„ hand at certain notes, both of organs, and difcourfe, and 


wer fame determinate note, 
atlents Ol moderns beſt underſtood and praCtiſed muſic 
ch wonderful effects were performed, is quite loft; and 


mach greater perfection, than was known or practiſcd among 
the antients. | 

This point is no other ways to be Arnie hut by: com 
bring the principles and practice of the one, with thoſe of 
the other. | | 

As to the theory or principles of karmoniche avs Mr 
Malczhn, *tis cettain we underſtand it better dia they did, 


Ke 


q par we know all they 17 5 and have improved conſi- 
* 


I pics, or the ancient method in general ; if the reader will 


rably on. their foundation ; the great diſpute then lies | in the 


* Pra dice. | 
G- Were it not that diſſenting from hols authors, would be 
5 ought traſhneſs, much more might be enumerated as rea- 


ble, at leaſt, for as what they alledge againſt the Grecian 


64147 


* the pains to look over that little book, entitled, Voſſrus 
* Sten antu, & viribus rhythmi, he will there ſee the 
4 10 ns why that celebrated writer accuſes the moderns almoſt 


We i2norance in this art, with reſpect to the ancient Greeks, 
3 With regard to the practice, it may be obſerr ed, that among 
Ec ancients, muſic in the moſt limitted ſenſe of the word, in- 


dd harmony, ry mes, and verſe ; and conſiſted of verſe 
A 12 by 


»y one or more voices alternately ; or in chorus, ſume- 


om to the founds of inſtruments, and ſometinies voices 


. 
Tei 
3 55 afical faculties we have already obſe ved, were 
A Rhythmopetia, and Poifis; the Arſt whereof may 


Cove 
conndered under two heads, Viz, Symp,1ny and 7 Weld , 
As to the latter, it contains nothin g but what relates ts 


* * 01 duet of a angle 1 OL making 1 hat \ W Call 17 4 dy, 


. j 
N. 2 | 


MUS 1 ic 1 

Nor are our minds and bodies alone affected wich ſounds, 

eren inanimate bodies. Aercher tells us of a largo 
9¹ 


Mes 90. tells us, of a particular part of a pavement, that 


the ora play'd . Mr Boyle adds, that the feats will treibe | 


tat he was well inform'd that every well. built vaulc would 
"T here is 2 great diſpute among the le arned, whether he - 
eme maintaining, that the ancient art of muſic, by w Hick _ 


thers, that the true ſcience of harmony is now arrived to 


} 


1 32 NMS 
ancient practice, but entirely a modern invention; for u 


we are beholden to Guido Aretine, a Benedidline ir v. 


voices, fo as that each had a diſtinct and proper melody, w! 


whole, but by the different relations of the Tre note 


Nor Jo they appear to have ever thought of the concert; a 
harmony of parts, This \ ſays Mr Adalcoim, was no part of th 


would not however be underſtood, adds he, to mean tha ; de 
ancients never joined more voices or inſtruments than (©. 
together in the fame ſymphonics; but they never Joined ſever; 
made among them a ſucceſſion of various concords, ar Fg 
not in every note uniſons, or at the lame diſtance from 
each other, as octaves, &c. 

This laſt indeed ag 1955 with the general defi! litt on of i; 
word {ympheny ; yet tis plain, that in fuch cafes t 
one ſong, and ali the voices perform the ſame ale 
lody. But when the parts differ not by the tet fic 


this is the modern art, which requires fo peculiar a very. 
and on which account, continues Mr 44alco/m, the Moe | 
muſic has the advantage of that of the antients. 
For further ſatisfaction on this ſubject, ſec ane: 
Dr Vallis, Mr Malcolm, and others, who unanimou fly; a2 


j 4 4 
voy 4 + 
. ! 


Linen 
. E ſtan 


Ot 


5 bs ; Th 
that aſter all the pains they kave ts ken ts know the true th . * 
/ . [7 f 
of the ancient muſic, they nl not find the alt ace ifio FL 
to think there was any ſuch thing in their days 2s ug 


lin 


parts. See SYMPHONY and SYNAULIA, | 1.00 
The ancient muſical writers were very miſterious Rs 
perpiex's. Bretius and Gregory the Great firſt pit wr 
into a more eaſy and obvious method, It was in th: 3 57 
1204. that Guida Ar etine, A BenediFine Fryar of Aur! n 1. 7? D 
Tuſcany, & firſt introduced the uſe of the aff with five t,, 
which with the ſpaces he marked his notes, by | ſetting a pot . 
up and down upon them, to denote the riſe and fall 0 RW. 
voice; tho” Kercher mentions this artifice to have ber en in d 1} 77 6 
long before Guide's time. See NoT 8 and STAFF "= ; 
Anotner contrivan ce of Guides Was, to apply * ia nh - 
ſical ſyllables, Ut, re, mi, fa, ſol, la, which 1 took d Sik 
St John the Eaopiit's Hymn. See Hawn, | ne 


Beſides hiis notes of muſic, by v hich, b to Xercne ; 
he diftinguifh'd the cones or modes, and the mo. of toc let 


1 al: W 
tonee; he alſo invented the ſcale, and ſeveral 11:04! POE 
b. 8 uta 

ments, called Pzly Plectra, a3 Spinnets and Harpſic 5. erh 
Nor Es and Gau ur. E 115 
The next conſiderable improvement was in the ye Sic; 

. when Fear de Muris, Dr of Paris, invented the differ GN 
notes, 0 vhich er ſs the times, or lengths of er} 6 Bir 
at leaſt their relative p roportions to one angth: T., NOW | Ain, 


M US „„ 


3 1 150 Demi ſemi-qud vers, which ſee under their reſpective Articles, 
ned, was Laſus Hermisnenſis, but his works, as well as choſe 
I of ny others, as well Greets as Romans, are loſt, Ar ifoxenus, 
F ciple of Arſtietle, is the eldeſt author extant on this ſubject, 
; E of f him Athenæus quotes a paſſage out of a 4th book, tho? we 
Y bare but three, and thoſe imperfect; after him came Zuclid, 
author of the Elements, about 303 years before Chriji, Ari- 
1 7 des Puantilianus wrote after Ciceros time. Alypius ſands 
Fort; alter him Caudentius, the philoſopher ; Nicamachus, 


1 


Liuthors we bave a fair copy with a tranſlation and notes in 

tin by Meibomius. 

= Piolomy, the celebrated mathematician, wrote in Creech 
Ine principles of harmony, about the time of the emperor 

nia Fius; this author kept a medium between the HAri- 


harenians and Pythagoreans; he was ſucceeded at a Sood 


-N 
S ciſtance by Manuel Hyrenniui. 
Hadric the Geth, and one Caffredorus near 505 years r 


% about the ſame time Martianus Ca; Hella, and St Au- 
ru/tin not far remote. 


Of the moderns are Zarlin, Salinas, FR Gali 11e. Deni, 


* cen 1 Merſennus, Paran, De Cauæ, Ferran, Des Cartes, 


blaifu wirth, 15 allts, Malcolm, Helder, 7 Harris in his 


Iericcs b Kc. 


og USICA Antiqua, is the mighe of the ancient Greeks | 


M Remans, down to the eleventh century, when about the 


> 


ear 1024. Guids Aretine "Ry ented or revived muſic in parts, 


* hich may with proprict be call'd Antiquo mnderna ; modern 


. 


inn reſpect to the Greets, and ancient with Tegard to us. 
MUSICA Arithmetica, that part of the { ſcience which con- 
J 1 ers ſounds by the help of numbers. 


2 
4 


3 Musica Artificiale, nufic that is not performed by 
= natural Organs of the voice, but by inſtruments or ma- 
Wins, contrived io imitate it, This gain is uſed in ano- 
2 r ſenſe, as when a piece of muſic is ſung 5 in two par ta, ine 


- wher reof is by B molle or fac, and the other by B fharp or 
b = the former of which is term'd! a; tijicia!, having 


anerhi ng particularly {oft and | weet iN compari! {on to the ſharp. 


= \ 5 
l I | div: e Attiva or hraitice, practical muſic, or that part 
Wo regards only the execir; on, without conſidering the 


x 1882 or caufe of the good ctie& of ſuch execution. 
ES MUSICA 


WC A \ Cooraic ay a fort of kc” Proper for Ja: 0 r 
bf anti of 3 VArict J QE dit ffer en . mot ions. 


219113. 


ww A 4 


Me e 


8. Berben Semi- breves, Crotebets, Duavers, Semi- quavers, 
— 


n moſt ancient writer of muſic we have already ob- 


the Pythagorean; and Bacchius, ſen. of which ſeyen Greek 


Of the Latins we have Boitins, who wrote in the time of” 


. MUS 
=: Mus1scA Chorale, muſic ſung in a hors, » as in th 
church, wherein the time of the notes is equal ; the wi 
called 222 Piina, Canto ferme, and plain {6 t or ſony 
I Musica Chromatica, is a ſort of muſic, in which th 
|| are many chromatic ſigns, as flats and ſharps, interval, 

itt See CHROMATIC. 

111 Moste Combinatoria, that part which | tracks: 


hh manner of combining the Tüte that is, of charging t. 
i place and figure in as many different manners es pothble 


Mus1caA Ce ntemplativa, or Speculativa, or e th 
treats only of the ſounds, examines their natures, Propertis 
and effects, having no regard to the executive part, 
Musica Diotenica, a particular {pecies of muſic, the e 
whereof proceeds by tones and ſemi-tones, and which ang 
one, tho' unskilled in muſic, may fing, it being cxtream| 
eaſy, the chromatic requiring a little knowledge, and 4. 
_enharmonic the utmoſt nicety and judgment; it is ons 
genera of the antients, and is generally thought to he the 
by reaſon of its being fo na tur: Xx Ariſtides partic nl ch zl I 5 
Gen Antiquiſſimum, See DIATONIC. # tl 


Music A Didacticu, 18 part a of the ſpecular; VC ng * Mi 
which only conſiders the quantity, the proportions, and dl. = 
ſerent qualities of ſounds. Wt = 

__ Mus1ca Dramatica, Scenica, or Theatrole, is mu! ef Y Mt 
the Theatres, otherwiſe cal ed Recitativa. See RECITAT: A ro p 
"WS. 1 N asc. 
9 PEEL — * ' | 4 . , , om 
Muzica Ecelefaſtica or mufica di Chieja, is chat 2 
muſic, ſuch as (palms and hymns. See CHIE3a. 3 ond 
Moste A Enharmonica, is that wherein the Fe . Vee 
Dieſes are freq N uſed, whoſe intervals are not ſo (4. Wl _ 
ciqus as thoſe either of the Chromatic or Diatonic „ this 7 3 
by Ariſtides, called Genus 7 Te- tium or Sapremu rn. Go Py: 18 
HARMONIC, W 11; 

Moste Eununclati , or Fan rativa, 15 much u the fim Us 
a5 Mufica S/ ndtorid. See below. 5 3 1. 4 & 

Mus1ca Figuralis, Firurata, or Colorata, fgurate mil N n 
wherein 3 otes are of different values, and the mel e. 
various, now > ore then qui ick, Sc. 5 DE 7 _ 

Musica Flarmmica, is when the piece conſifts of m7 i CE 

| parts, w which though very different when l toge ther, mal we 
| an agrecable whole : z this is what we properly c ul mule i E 2, 
pu 1 


Musica Hiftrita, which treat of the or n and 
vention of muſic, of modes, of notes, al omer 5 
the lives and Writing of celebrat ted authors on t. 


NHrvercA Hyporchematica or Choraica, a fort of muſic fit 

| For ballads and dancing. 

5 \ don inſtruments. 

Moste Manieroſa, muſic hat mutt be under certain 
VI 

-cum ſtances, and requires certain manners to be execated as 


it ought . 
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nale part, whether for the v. dice or inſtrument, See Mx LOD y. 

Th SICA Met oportica 15 the ſcience or art of ranging 
En ditpoſing ſounds in ſucceſſion in an agreeable manner, and 
q en ſhort, the art of making melody. Me LODY 
1 Mx LorokIA. 


1 


" e 
3 


Whoſe notes, under the government of certain times, are un- 
equal; tis the contrary of Muſica Prena, or Chorale, 5 | 
Music Metabolica, is properly muſic tranſpoſed, as when 
*F piece goes out of its natural mode into a tranſpoſed one, 


* Wo 


Wn tlic action, paſhon, motion, Se. 


e. heard when any one declaims or repeats verſes ; or 
Wis 2 ſong compoled to verſes. 


I 1 
a 


Euuſic, conſiſting of many parts, and which bas been in 1 
m Guides time, to the beginning of the laſt centur 


Fond, the modern which has been uſed within theſe 60 os | 


ES year, and is very different from the Antiqua moderna, being 
risk, lichter, gayer, and more ſprightly. 

5 My 1A Modulatoria, that teaches to compoſe or modu- 
„„ . e, that fixes rules for the uſe of Modes, and teaches 
ber to ſing or play well. See Mop and MopuLaTtioNn., 


* ne perceivable between the many parts whereof the uni- 
Nees compoſed. 

Wicca Naturals, i is often oppoſed to artificiate, ws ſig- 
0 52 kind of muſic or ſong, formed by the organs of the 


4 


without flats or ſharps. This may alſo be called Dia- 


= de ne atural Or artifici at; and VEL diatonic, as proceedin's 
FS, and ſemi- tones. It DrA TONIC and NATUR AL. 


MUSICA Odica is the lame with 


po X 2 MUSICA 


Er a 


Mosica Inflrumentalis, that 1s made on purpoſe to be 


V. \iusIC A Meliſmatica, or Meledica, 18 dy a fong or 


\lus1ca Menſurata, or M. re, is a Lind of muſic, 


* better to expreſs the words, or. to diſtuiguiſh ſome change 


Moste Metrica, is the harmonious 1 A of the 


1 Mo 10 Moderna, modern mu, 2 may be dvided: 2 ay | 
s parts : firſt, Antiquo moderna, which is a ſerious fort of 


rr 


MusICA Mandana, is the perfect ba armony and agree 


wan voice, unaſſiſted by inſtruments, or other artifices ; ; but 
1 e is when the ſong proceeds in the natural order of the. 


} „ tho” with no great propriety, becauſe the mu ſic may 


Hypyrchematiica of 


. MUT 
Mvus1c A Organica, is r what 1s to be perform; h, 

inſtruments, , 
Mus1ica Pathetica, is a moving and affecting kin g 

muſic, that touches and cauſes emotions in the mind, the 

of love, ſorrow, pity, or any other paſſion. 

1 Mus1ca Pina, the fame with Cherale, 

i" | Mus1cAa Poetica, is the art of inventing ſongs, of meg. 

1 lating concords and diſcords together agrecably, and make 

what we call compoſition. 
Moste Prattica, the fame with A:tiva, 
Musto Rectativa, Scenica, or Dramatica, a ſort of wif, 

; led in Opera's, Cc. irregular as to time, being a declams. 

= tion in ſinging, which is to expreſs the paſſions : and fron 

ft Its being thus irregular in its time, the Ttaliaus place th 

Wt . phraſe 4 Tempo giuſto when the Recitative ends, and an tj, 

Il be jt minuet, 1igz, or any other, begins, to the that ur 

time is then ſtrickly to be obſerved. 

| Mvus1c a KRhythmica, the harmony or cadence of the words 

bi. in proſe ; or a ſong compoſed to words in proc. 

4; Mus1Ca Scenica, the Hax with Recitativa, | 

> Mousic a Signatoria, is the knowledge of the charger, 

= notes, figures, pauſes, and all other ligns and marks whiteve 

1 uſed in muſic. 

wb Mouse A Speculativa, the fame with C Jontemplatiua. 

1 MUSICA. Symphoniale, is given by ſome to a pitce oi nua 

3 | | 2 whoſe parts are well concerted. 

© Musica Theatralis, proper for the theatre, | 

1 Nos icA Trogica, a lamenting, mornful fort of mils, 
: wad in tiagedy, and fit for dirpes, or funeral anthems, 
Must VHocale, compoſed for the voice, or voca! mußte, 

1 bppoſition to organical or inſtrumental, that CoOmPpotes tc 

inſtruments, 
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Mu 8100. a Aluſieian, 8 he be 2 40 or, of 
player 3 but cuſtom has in fome meaſure reſtrained the wor! 
the player, rather than compoſer. | 
"MUTATION, in the ancient muſic, ſigniftes 
changes or alterations that happen i in the order 0i the ſound 
which cempole a ſong. | 1 
Ari fexenus ſays it is, as it were, a kind of pai! 
in the orcer of the mutic ; The changes, ſays Luc,, 
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ET mu 
in the Genera, when the ſong begins in one, as the Chro- 
matic, and paſſes into another as Dialonic, called Mutations 
her genere by the Italians. Secondly, in the Syſtem, as when the 
ſong paſſes out of one tetrachord, at 7:/on, into another, as Die- 
menen; or more generally when it paſſes from a hight 
lace in the ſcale, to a lower, or contrarily, 7. e. part of it is 
lung high, and part low, and this makes what is called Mu- 
jatione per Sy/tema. „ | 

Thirdly, in the mode or tone, as when a fong begins in 
one as the Doric, and paſſes into another, as the Iydian, called 
Mutatione per Tuene, or mods. Fourthly, in the Melopotia, 
chat is, when the ſong changes the very air, ſo as from gay 


and ſprightiy to become ſoft and languiſhing, or from a 


manner that expreſſes one paſſion or ſubject to the expreſſion 


N 


. Crete gy 


formed on inſtruments. See Mysic and DiaTon ic. 


N. 
ATURA 5 is variouſly uſed, ſometimes i it is taken 


for diatonic, and ſometimes for phyſical; ; in which latte 
ſenſe, Natural muſic s that produced by Natura! Or, 
1. e. vocal muſic, in contradiction to artificial, or |; 


ll, 


at pet. 


Narr AL, is alſo ſaid of a ſong, the notes 
move caſily and gracefully, giving the performer 


ww Nr Fans 
«amt ww \/ L 


«5 iittie 


trouble as poſſible ; as when ?tis not carried too high or funk 


too low, whereby the voice or inſtrument is in no e fe ed 


or ſtrained. 


NATURA. H. armony, is that produced by the Natural and 
eflential chords of the mode, See Mopk and Too. 
NATURAL Note, is uſed in oppotition to ſary and fx 


notes, which are called artificial, See NOTE and SCALE, 


a all the notes of that name to be flat, and if 1 


The Natural A. is uſed to. contradict thoſe flats and 


ſharps that are fer at the beoinnin of a ſtave, and in fich 
' S5 5 


caſc, you mult take the Nayural! note, as it is in 5 G7. 
mut; as if a Þ were ſet in B at the beginning of à tune, it 


Ie, i 


this th 


racter, 1. e. of Natural, come before ſome one or more d 


_ thoſe notes B, it is uſed :nftead of a ſharp ; but if ſharys | be 


ſet in like manner at the beginning, then it ſtands As A fat 


NATURALE. SeeNATURAL. 
NATURALI Suomi. See SU ONO. h 
NE APOLITANE. See Ca NZ ONE TTA. 
NECESSARI nece ſary, or that muſt be int, 0k 
which cant be paſſed over; this word is prefixed to th: 
in muſic, as d doi Violins Neceſſario, — that muſt. be þ Hig p 
two Violins; Canto neceſſario, it here ſignifies much de 12m! 


as Concertante, See CONCERTANTE, Every mode “ 


tain Fn, which may be called it's ; Neceſſary © or eſlentil 
chords. See TUONO or Mopo. , 
NE SSO, Nexus, See Usus. BA 
NEIL E Diez: eig menon, in the ancient muſic, was one of 
chords of the ſyſtem of the Creeks, See Vias RAM,SCALF, 
and SYSTEM. 


It anſwers to the f fn ini of = third octave Wi e Moderſ 


ſyſtem. 


The word comes from the Gr TY vi 20d iC 20 fllt 1 
laſt of the ſeparate ones; 3 Where i underſtood the wor 


chord; 


; Wn 
b oe TY 
L 4 * 

. Si © 


NON 1 89 
New Hyperloleon, | in the ancient muſic, the name of the 
hizheſt 0! moſt acute of the chords of the ancient diagram. 
JL DIAGRAM, It anſwers to the Ani la, the ſixteenth 
die ther than gamut of the modern feale, See SysTEmM., 
KF Ns Synemmensn, in the ancient muſic, the higheſt 
[ ef + tetrachord or fourth in the Greek ſyſtem, added to 
E ...- gat fall between the mefe and parameſe, or our A and 
I % which had till then, the interv ale of a tone © major between 


th 


9 enen ; 5 
. R r 8 
. / ̃ ITE Ti 
OE TTL. : E IR 
Se ESR e 2 2 
S N eee > 


3 ; ch \ rd 


NE 


Thi s chord has the ſame ſound with the Paranete Diez eug- 
197, or our D by B flat. 


{at of the chords added. 
NETOID ES. See Usus. 


E 1nd diminiſhies the ſignification of the word: as Non trepps 
„% not too quick allegro ma non 1. 'oppo—quick, but not #96 
'Y g 

ick, Sc. 

SUE) 


N ON Uniſſom Suoni. See ono, 


E muſic, and is properl y the ſecond doubled. When an upper 
bert N the ſecond is accounted and treated as a 


wird or fich. and often a ſyncopated ſeventh. But when 
lle lower part lyncopates, the ſecond is not thus uſed, but as 


aus or at leaſt commonly, an eighth placed thus, 9 8; to 
: 1 that that is reſolved by deſc ending to the 9 e. 
N ONUP IL. 4 iS A quick time, peculi: r to jig% 


ee three forts of Nonupla, 
=_ 


E int is Nonupla di ſemi-minime, or d: ihla 5 ſqur guarta, 
4 marked, 2, where nine crotchets are to be in che bar, 


4351 4. 

I The ſecond is N onupla 4 creme, or foſqui ottawa, marked 
E , wherein nine quavers make a bar, inſtead of: eight in 
I SM mon time : 3 1. 4. ſix doyyn and three up, Pp tis de at 


COMIT: ON 


'T he word comes from the Greek ris and furefaleron, te 


E NON, is an /tahan negative, which is often abreviated 
N; tis often joined to troppo, and then ſignifies not 729 much, 

N © N A, the ninth, one of the diſſonant intervals in 
- niath ; 7. „. tis reſolved by an eighth, and acc ompanied by a 


| book. See SE COND. In thorough bats the ninth” Bas al- 


bis ſpecies of time is otherwiſe called he 1 fare of nine 
Jas, which requires two falls of the hand, and one riſe; 


tot which "In make a ſemi- breve in common time, 7. . in 
Wt down ſtroke ſix, and but three up; it is uſually bear 


The laſt is Nonupla di ſemi cr ame, or fa 1 ſelti partiente 
. . thus diſtinguiſhed r % in which nine ſemi-qua: ers 31 
.- Mained in a bar, whereof ſictecn are required therein in 


mt le eto Ba wats <A . __ : :, 
— - —— & * - 2 ua =e hs. au * < 
— — 1 — _ ” = ». P_ 


XIth century, a Benedictine, one Guido Aretine, n lieu 


according to lome, was added by Uriccl Prteonts. 
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common time, fix ** and three up; *tis ordinacil "9 


preſtiſſons. See ADAGIO, PRESTO, and Pax; T1881, Ws 
Beſide theſe there are two other ſpecies of  Nonapla, for which WM rc: 
ſce TRIPOLA or I RIPLE. 10 
NOTES in muſic, are characters which mark the ound, 1 
7. c. the elevations and fallings of the voice, and the ff, WF T 
and ſlowneſs of it's motions, See SoUuND. Jed 
In general, under Votes are comprehended al! the ſigns . 
characters uſed in muſic. See CHARACTER. | E H 
But in propriety the word only implics, the mar! ks whic mt 
denote the degrees of gravity and acuteneſs to be F = i 
_ each ſound, See GRAvIT and AcurEN ESS. re 
The Greeks uſed the common letters of their alyhal+! C Lech 
muſical Netet; and in regard more Notes were added, 1 1 
they had letters, the defect was ſupplied by the different G. Writ tl 
tion of the letters, viz. by placing them upright, invert Wis (ua 
. 


Cc. by cutting or doubling ſome ſtroke, 
Thus the letter Pi expreſſed c different Netes in all the fel. 


lowing forms, TI, LH $45 o- — PI T, » for every over 


3 FAY 2 £3 9 
4 * eil 
3 


A 3 wy | 


mode | they had eighteen ſigns. mn 
Now Alypius gives us ſigns for fifteen different moda. (43 Mey i 
be {een by the curious in Afcibomius's tranſlation, and No! 0! mu 
ſeven Gre authors) which, with the differences of the genen, I mi- 
and the diſtinction between voice and inſtrument, Mr AA | 15 8 
makes 1620 Notes, Not that they had ſo many e 1 
characters, but the ſame characters had differen! ſiSnificat) P 5 
upon different occaſions, as @, or bi, in the diatonic gem, WE. the 
was Lychanss Hypaton of the Lydian mode, and pate Ae Of, 
Ol the Phrygian, and ſo of 3 | | 1 


The Latin, in the time of Hactius, had cafes d theme 
of this needleſs burden, and uy uſed fifteen letters 0! 
alphabet for Note. 

Pope Gregory conſidering that the ſecond e was in fig 
the fame with the firſt, and that the order was the fare in the uz 
per and lower octave of the gamut, reduced them to | ſeven ; ; Wai 
were to be repeated in a different character: at le 8 , in dhe 


letters, ſubſtituted the ſyllables, Ur re mi fa fel la, ph net K No1 
in different lines, and making them with points; laſtly, it wa enla 
thought proper to add Notes Ii kewiſe! in the ſpaces. See G. 
0: & Os ; 
Ol the ſeven entice Netes, ut re mi fa fol is 1 hi the bit 68 4 
{:x are aſcribed to Guido, who is ſaid to have | then lee 
at Pompoſa in the dutchy of Ferrara ; the Teenth che 
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15 o others by Le Maire ; the French muſicians think it ſerves 
Jer good purpoſes, in avoiding the difficulty of the divifions 
. Tema! ining n Gu 8 {c ale. | 


lo the lines, letters, cleffo, flats and ſharps. 

| The Notes, ut, re, mi, fa, foi, la, he is ſaid to have taken out 
* che hymn in the veſpers of St John the Baptiſt; Ut queart 
= rare e &c. See Mujsrc and HAN D. 

E Hitherto the Notes only ſerved to expreſs the degrees of 
$f they were all of equal value as to time, 'till the year 
E 1 1 Fobarnes de Muris Doctor of Paris, pave different 
\ 95 0 the different points, to exprets the 1 881 of time 
4 ich was to be dwelt upon. 

FTbere are three things to be d in theſe Nor; ; 
irt the quantity, i. e. the fize and figure of the head; (around 
= aality,. 2. - the colour of the head, whether it be white 
C.. Mac c, full or open; thirdly the properties, as the Htalians 


Et gether. ; 5 i 

| The ſeveral muſical Notes are the large, containing, eight 
n breves, tho' Mer ſenue makes it 8 the long, con- 
ning four; the breve, two; the ſemi-breve . one; the mmim, 


iy 


* Ser wer, one ſixteenth; and ne ap mi- ſemi- -quayer, 
; irty ſec ond part of a ſemi-breve.  CHAKACTER, 
Yor their reſpective figures. 

| "Vſeally we diſtinguiſh ſix pr. ncipal Notes, . by a3 


4 
F 2% LS, 


any different characters, Viz, the ſemi- breve equal to twa 

Winims ; the minim equal to two crete hets; the crotchet to 

2 _ vers ; the quaver equal to two ſemi-quavers; and the 

* proper article. | 5 

1 he Cham ters or marks of theſe Notes are uſually ſet dowu 
taff of five or ſix lines, to ſerve as directions for keep- 


time in ſinging or playing to, or on, any fort. of matical 
1 * nents. Sce SINGING N 


| en. arging the full quantity or value of any Note, AS — g 


© 


x 


x chrotchet and 2 half, and without the wot bt N 
3 alled 4 the N if of aogmentation, it Would be on!) A lng! 


2 Ach ef 
EO bo 


Common fame aſcribes to Guido not only the Notes, but 


Geet ; themſelves, . g. whether the note is accompanied 
tn a dla, or comma, or not; it muſt be likewiſe con- 
Pac whether the Notes be diſtinet and ſeparate, or hound 


5 A one 5 the crotcher,. a4 QUATNET 3 che quay: Er, halt: 4 quarter * 


-quaver equa] to two demi. ſemi- quavers. See cach under 25 


Nor F, Or rather Pont of augmentation, is the increafing 


2 - <.; wy he 5 > 222 — — 4 : Lee dn Rn — — — 
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of making it a crotchet and a half, it ane it to ba 


ſongs. 


a ſubject for ſome counterpoint, eſpecially in the th 


| ty irregular means; this epithet was given to two of the a. 


be falſe or diminiſhed in a diatonie progreſſion, this 


Wl . 5 2 3 * N % 
Ws + 1 Fog 30 — 2 — — 
n . I * 
. oY 
= 


_ cially in thorough baſſes: 2 marks the ſecond = it's replies; 


and ſometimes afres the figure, and ſhews that it 1s to be a 
Jor, greater or ſharp; as 3 &, or 4 33 and this B, > all f. 


| out a Cypher, which ſhew that the third is to be p played, - at 


1 NUM 

The ancients uſed alſo two other points, the one ws 3 " 
of drvifion, which was uſed when any Note was to he, 
vided into others of leſs value; and the other Was Nu 


diminutien, which is a dot on "the contrary fide. and hi. 
quite contrary effect of the point of augmentation; fo ns 


- 1:6: 


rn. 
* 1 1 


crotchet, but both theſe are now entirely out of 
The mathematicians compute that one may make feng 


Wir 


bundred and two aty changes or varieties, with ſix N, cr, with 
out ever repeating the fame twice; and that of the . 


2 . 


of each octave, one may make 40320 different tung; « 


I 


Nor E Legato. See 141 70 and syco E. | 
NorT# ferme, a name given by the Haliant, to Nates TY 
taining one time of a bar in common time, WH¹ {{;, 


ſong or Gregeriau chant, which they call Canto fern, d 
ConTRAPUNTO. | 
NOTHO, is properly baffard, iiligitimate, proj 


cient modes, viz. the Hyper Eolic and the Hyper = h gien 
the final of the br being B natural, it's fiſt}, ao i 
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therefore rejected from the authentic modes; ; and the Hot 
Phrygian having it's final in Fut fa, and it's uch a 
being therefore redundant, is not reckoned among the pi 
modes. Sce MoDE, Toon o, FourRTH, and FIT Tg 
NUMER O, Pumper, of which there arc eight, Wi) 
the Jialiaus call radical, „ 4s . 25 and ſom 
times ſo is added; cach of theſe are frequently met witli, e 


l 

RRR 
N e 8 
ee 


tb A 
way R 88 
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ö * 
R 

e 2 3 * 
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the 3 the third, ec. This character 4, is ſometimes bet 


= 2 ö 2 
1 R 
* 8 r 
n N n 
c REY IO 


in like manner, as 3 , or Þ 35 which Intimates chat it i 
nor, leſs, or flat. -. 
We often find theſe 3 5 and -*6 lone with 


that major or minor as the character is * or 5, 
and SHAR Pa 
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E ferves only to tie them, 3 AS 


ger 


Maj i rule, 0. or circle, or double C, or ſemi- 


7 
| 0. 1 is a note called by us 4 ſemi- breve, by the [talians 
vols, with which they mark what they call Tempo perfetto, 


and we Triple time. See TRIPLE. 
The ancients indeed uſed O as a mark of triple time; 
dom a notion that the ternary or number 3, wag the 


E moſt perfect of al! numbers, and therefore properly expreſſed 


| by 4 circle, the moſt perfect of all Sgures thus, O; or Ar 


Or 2 


OBLIGAT O, ſignifies for „on purpoſe for, or neceſ - 


| ory, as doi violini obligate, on purpoſe for two V 5 and 
bo of other things, as con 8 N that muſt be x play 'd 


with a Baſſoon, &c. 


Sometimes it ſignifies conſiged or reſtrained by certain rules, 


ſubjected to certain limits or laws, in order to perforin fans 
particular thing, to give ſome particular expreſſion of a paſ- 


hon, action, Sc. In this ſenſe we lay, Cantr apunto obligate, | 


Fuga obligata. See LEGATO, 


in this ſenſe we alio ſay, the baſs is „Migate, when it is only 


ground of a certain number of bars, which are to be repeat- 


ed over and over; fuch is the baſs to chacones, Sc. and every 
baſs wherein one is obliged to keep a certain movement, and 


to perform only certain notes, Cc. 
OBLIQUO @blizue. When the word is joined to 
Mia, it ſigniſies two breves tied together, Which make but 


Ba body, whence tis named in /talian Nota aun corp fols 3 
. ſometimes there is a tail, or the right or left fide either alcend- 
= ing or deſcending. See Nor E, LEGATURA and VIRGULA. 
1 Ronen it be, the two extreams mark the found, the miadie 


12 


fre Mor o, 


OBOE or Ogor, 4 Heutls „or Eble See HavuTroy 2 
OCT A AVE, an harmonical interval, conſiſting of ſeven 


'TCCS-or Tels ; intervals. See IN TERVA 1. 


f The EO {imple perception that we can have of two aa 33, 
= 0 


3 


+ 
aal together, The next to this is the octave; where the more 


T2 2 | | acute 


F or Mats obliqur, 


unions ; in regard the vibrations there begin and | 


3 
* - * — 


1 
" 


164 Nr 
acute ſound makes preciſely two vibrations, while the g. 
or deeper one, makes one; and wherein by conſequence, Ft 
vibrations of the two meet at every Vibration of the 1 
grave. See TUNE and GRAYITY. hr 
\ Hence uniſon and ofFave paſs almoſt for the ſame concor 
See ConcorD and Unison. 

Hence alſo the proportion of the two found; that form i; 
eve are in numbers, or in lines, as 1: 2; fo that ty, 
chords or ſtrings of the ſame matter, thickneſs and- tenfigy 
one whereof is 17 the length of the other, prog: 10 
Octane. See CHOR | : 

The Fave is calle among the ancient authors | the ) 

aſon, becauſe containing all the ſimple tones and chords, 
| of which derive their ſweetneſs from it, as they rife Jr or 
leſs directly out of it. See Cod ORD. 

To be juſt, it mult contain diatonically ſeven degtces c 
intervals, and conſequently eight terms or ſounds; whence 
is called by the name ave, 

The offave containing in itſelf all the other fim "le 00 05 
cords, the degrees being the differences of thoſe concor 
is evident, the an ton of the oftare comprehends the d Gio 
of all the reſt, See SVS TEM. 

By joining therefore all the ſimple convoris to a come 
funda mental we have the following leries, 


} 


Fundamental 1 — LS | . al 3_ 8 3 
| C | 5 
Ju leſs 327. 4th, 579. 6leſs Dor, 8 7 
Arai on, the ſyitem of the afFave, containing all the h 
concords, and the compound coheands being the it 
cave, and fome leſſer concord; in order to RP 2 ie 
ck beyond an fave wo mult continue them in the 
order through a ſecond ocave, as in the firſt, and ſo 011. 
third and fourth ofFave. Such a leries is ca [cs] 
muſic, See Music. N 
The compoſition of Haves may be carried on infinteh, 
yet three or four is the great eſt length we go in 07009 
Pra. tice. The old ſcales went but two, or at moſt thre Ee 
which is the ful} compaſs of an ordinary voice. WH wet 
that the ancient ſcales went but two, or at furthe! 
ectadbes, we do not mean that they were not allow: 
creed that compaſs; but that between the extreams vi 
or triple octade, were contained all the v ariety that ws 
_ tible l r needtut , for even then, an active muſtclen wor 
take the liberty to lurpr. AC teen, by runling tuo Sn. Pe 
ien 


0 7 105 


oc chird, the agreement diminiſhes very faſt; nor do they 
erer go ſo far at one movement as from one extream to che 
bother of 2 double or triple ctv; ſeldom beyond a ſingle one: 
W Nor is either voice or inſtrument well able to go beyond. 
E To form a fourth actave, if the acuter ſtring be half a foot 
3 Jong, which is but a ſmall length to render a clear found, the 
E ver muſt be eight feet. If then we would go bey end a 
Furch vate, either the acute ſtring would be too ſhort, or 
the grave one £00 long; not but this inconvenience is re- 


nedie 1 by a greater tenſion of each, 


rig inal coi 1cords, but the firſt in perfection; as it i5 5 85 greateſt 
erval, all the leſſer concords are contained in ic; Indeed, 
manner wherein the leſſer are found in the 1 alfios. is 
E bmewhat extraordinary, vi. by taking both an harmonic] 
it atithmetical mean between the extreams of the offave, 
then both an arithmetical and harmonical mean between 
eich exucam, and the moft diſtant of the two means lat 
n nd, 1. e between the teſs extream and the firſt arithme- 

cal, and between the greateſi extream and the firit har- 
WE monical mean will have all the leſſer concords. See Con- 
wes Disc OP.D, and PROPORTION. PC 

q ymachis, diſciple of Pythagoras, favs, that to produce 
3 laue, take two chores and ſtretch the one by a weight 

I of fix pounds, and the other by one of. twelve, the found of 
. galt will be an ofZave_to that ſtretched by the & pound 
1. and irom thence Dots to fix the pr Per ol 
| Wc lits to be uſed for the production of the other interval 


|. er blown, the ſound will rife O an Has ue, and no Other 
cord, which he aſeribes to the perfection of the octave, 
a8 its being next to uniſon, | . 


Mar 3 11 LM 3 ü 
ar Ptoperty, that it may be doubled and tripled, and 
e COL.Cord, i. e. the ſum of two or more 9dayes are con- 


1 p 8 1 R 7 7 
ay though tlie more compound, gradually, leſs ave 


hate er found is concord to one, ' lo to the of! 

% Certes, from an obſervation of the like kind, Gs that 
= ROE ikke or organ 2 will riſe to an cave. 1 
b 3 wn, concludes. that. 1 o four d is beard, but its 

cab ſeems ſome way to eccho in the ear. 

ent Grecian ſyſtem had no great er comps {5 than 


1 th „e, or fiftc epth, which the y called Di Dia af. 
n the modern, tis tripled, and cygn qua LIE d. See 
N Among 


Notwidbſlanding the perfection of the Fave, yet after 


The dave is not only the greateſt interval of the ſev en o- 


5 F 1 
Mr Malcolm obſerves, that any Vi eee | 


. From the /unple and perfect "RE of the ectabe ariſes this: 


8 1 £ I 7 2 ? a : 
i 3 Ct 4 +6 , 16 $-- ? * Y * | Py 2 mY p 5 8 
das, 14 there 15 that agreement between its extream; is 
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; 
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tie od r 


ſays Euclid begins from one of the founds called Bar 70 


— 
LENS RES r | 


the Lydian. The third ab Oxipicnrs, which has a tone for l 


picuis, wherein the tone is the fourth interval from the 05 


the diſtinction apparent. The firſt, ſays he, is from fh 


 Hypatin to Parameſe, compoſed of the frfk ſpecies of tour 


to Parameſe, and ſo on through the eight, but fil ent 10 
the enten of the tone in thoſe diffrent ſpecies. | F1s diſcen 


the fame as from Maſe to Nete Hyperbalzon, 


falta of a fifth or other interval, but it may be Crowe h 


Among the ancients, Fuclid and Gaudentins the phi 
pher agree, that there were ſeven ſpecies of o&av- ; the 5, * = 

of Mt Z 
and has a tone for its higheſt interval, as from / 5 a, 
faiom to Parameſe, this is the Mixolydian mode, The Hen 
AMeſapicnis, whoſe laſt or higheſt interval but one 1; 2 tows 
as from Parhypate Hypaton, to Trite Diezeugmenin, «|; 
third interval at top, as from Lychanos Hypaton to Pan 
Dieneugmenon, called the Phrygian. The fourth again 


from Hupate MAiſon to Nete Diereugmenon, and this ib 9 
Dorian. The fifth a Meſopicnis, which has a tone © for 6s fi 
interval from the top as from Parhypate Mefon to Trits Hite 
bolæon, called the Hypolydian. The ſixth ab Oxi pic nig, whey 
the tone is the ſixth interval from the top, as from Lyckau 
JNMefon to Paranete Flyperbolgen, called the 7 Iyp1-Phryin 
And the ſeventh begins a Baripicnis, in which the tone «th 
firſt interval below, as from IVieſr to Nete Hyperbolern, 'n 
from Praſlanilemumenos to Meſe) and is the Fiyprdorion, Bu. 
chius and Gaudentius ſpeak much to the ſame purpoſe ; v 


ſhall only give the reader one example of the latter, to mak 


and fifth, and is the Mixolydian Mode, & oe. But Mia 
Capella is of another opinion, and ſays there are en pee 
of octave, which he procecds to enumerate in the follow 
manner: The firſt is from Proflambanoments to Meſ.; f 
ſecond is from Principalis Principalium, i. e. Hypate Hypin 


able enough how he came to reckon eight, „ ne court 
from Pre lam benamenos to Meſe one, which the oh mii 


In thorough baſs the ofFave and its replys, are mak 
a fimple 8. In melody the voice or ſound of an 0 
ment may move an ccfave per faito, but very edo t 
eaves, eſpecially the voice, In harmony two cane ae 


never follow one another, if dittering in degree of tune # 


any of the other concords perfect or imperfec! See C8 
coxp, Ee. 
O 33 5 A V IN A, 4 kind of ima!) Senn? any fs 
exſily be removed, having only one row of keys, 29% 
NOL £9 the uſual number, perhaps not to above three #70 
e common ones going four or more, Its pitch! 


3 gut l. 
4 ——— 7 

2 ODE, a long or compoſition proper to De ſung, and com- 
4 led ſor that purpoſe, che ſinging 18 uſually accompanied with 
10 | 
. muſical inſtrument. See SON G. 


* 
SZ 
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her than the ordinary ones. See SPINET and 


it conſiſts of long and {hort verſes, di iſtinguiſh' d into dans 8 


I ſtrophes, wherein the ſame meaſure is preſet ved throughon f 
3 . 4 


The des of the ancients, ſays Viſfus, had a regu lat 1e 


F. turn of the ſame kind of verſe, and the ſame quantity © C yl 
. ſables in the ſame place of every ſimilar verſe; but there 18 
E nothing, continues he, but confuſion ot quant, in the 
1 modern gde; fo that to follow the natural quant! ty of 
i (1 lables, every ſtanza will be a different ſong. Then 


| 55 proceeds, © The moderns have no regard to the natural 
* quantity of ſyllables, and have introduced a barbarovs and 


der, without any regard, to the notes, fo that tis no wen- 
I 


unnatural variety of long and ſhort ſyllables, which they ap- 


der our vocal muſic has no effect. . primatum « cantu. 


ee V OoCAL. 


Among the ancients, odes ſignified no more than ſongs . 


4 Why! th us they are different things, 


Tue ancient edes were generally! in La of their Gods, as 
* any of thoſe of Pindar and Horace; ſometimes on 1 other! (ul 


Gects, as theſe of Anacreon, Sappho, e. 


Ihe Engliſh odes are generally « compoſed. in — He of he- 
es, and great exploits. 
] The diſtinguiſhing Character of an ode, is ſv/eetneſ; ; Fo 
Poet is to booth the minds of bis readers by the N 
N ie, and the delicacy of words, the beauty of numbers. nd 
up lefcription of things moſt on ightful in aps Ives, Va. 
L Wiety of a; is eflential thereto. At firſt indeed 7 a ver! 
{ the ode was of but one kind, but for the ſake of pleaſure 
. ad multc, to which they were ſung, they by degrees ſo varied 


thc numbers and the feet, that their Kinds are almoſt immumc- 


e. One of the molt conſiderable is the Pindari, diſtin- 
L puihed by its boldneſs and the rapidity of its lights, 
be ancient ode. had origine ly but one fiat za or firoph: 
Wit at laſt was divided into three parts, ftraphe, anti/trophe, 
Wl! ep9de, 

asc priefts 5 going round the altar to ſing the praiſes of the 
1 . called the firſt entrance frophe, 1. e. turning to the 


ale, 
I 
KH 
ſj pt 
* 


| $ the ſecond turning to the right, they called an! tr phe, 


* „ returning, Laſtly, Randing | before the alt ar, they fun 
3 Be: romaine: which they called the ep2dr. 
SE OMNES, a latin term, which we ſometimes bak. for 


3 ail or e, See Tur ri pod. ps 0 APEL LA . 
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not directly, but by degrees; as Ondeggiands la mans | 


a firſt, ſecond or third time of that or another me! 


words hereof are often in Latin, ſometimes in French and 


greatly uſed at Rame in time of Lent ; here indetd they wh 


ſcenes and the audience, wherein the muſicians are diſpoſelt 


the opera, oratorio, ſerenata, Sc. Sec OPERA. 


to ſignify the rank in which each of thoſe author. placed! nei 
ſounds, the number thereof limitted by them, and win! . 
' tance and proportion they gave them; and they fay ot: 


ſeribes an Hydraulic one in his tenth book of Arclitis" 


ONDEGGIARE, to return the hand bout ing : th 


krep if wavering in the air, or giving it two me t. 
tis quite lifted up to end the bar, and thence to fa. 


OPE R A, a dramatic compoſition ſet to mu ſic | 
on a ſtage, accompanied with muſical inſtruments, and en Ws. 
ed with magnificeft dreflings, machines, and other decortgn, 

The Opera! s we derive from the French, they from th 
Tralians : - and the Ven etiaus, who hold it as one of ths Primch, 
zlories of their carnaval, firſt invented it. 5 


OPPOSITIONE, or rather © ors mes is then 


ing one thing againſt another, or in a place t hat doc, not drs. 


perly belong to it; this often happens, eſpecially wh. ” 
ing for a cadence we place the fifth with the Rt thus 4 | 
oppoſitionem, | <5 5 | 
ORATORIO, is a ſort of ſpiritual opera all «/ 
ſogues, rccitativos. e trios, xitornellos, choruſes, S. 
ſubject thereof is uſually taken from the ſcripture, 0: 15 1 
life and actions of ſome faint, Sc. The muſic for the 71; 
toro {hould be in the fineſt tal le, and moſt choſen rains, 


lian, and among us even in Engliſh. Theſe Ora 


uſer! in no other ſeaſon, 


ORCHESTRA, is a part of the theatre between th 
play the overture, &c. of 2 play, be it tragedy or comedy, 


OKDINARIO, Hen, commonly, as T; nge 


uſual time; $7229 Orditaris, the ordinary or com mon ior, 


ORDINE, the ar rangement of many parts to make: 
one: thus when the Traltans ſpeak of the antient ſyſtens 5, LEY af 
Ordini di Mercur te, di Terpandro, Philalas, Pytha; 


chord that it 18 in Ordine di quatro corde, i. e. a whole Oi! 
compoſed of, and diviſible by, tour chords, See Ct 
and I'E TRACHORD, | 

ORGAN, the largeſt and moſt harmonious wind ir 
ment. See Moste. 

The invention of the Organ is very ancient, ih 1 
agreed that it was very little uſed till the eighth centuf 51 = 
ſeems to have been borrowed from the Greets, Virus & WR = 


- 


ORG 769 


The emperor Julian has an epigram in it's praiſe, St Je- 
„ bentions one with twelve pair of bellows, Which might 


„ h-ard a thouſand paces, or a mile; and another at Fenuſalem, 
be heard at the Mount 5 of (dives, 
There is one in the cathedral of 1 in ( rermany that is 


| 


dels thirteen inches in diameter, and it has fixtcen pair ol 
0 - Fi 3 : 1 NR 4 
The modern Or gan is a huſtet, conta; 2 fey CIAL rows Of 


e ſize of the Organ is generally expteſſed by the length 
it's + Wind pipe; thus we tay Orga. an of thirty two fect, 
teen, ol eight, and of two 0 ET 

Church Organs conſiſt of two parts, viz. the main body, 
led the great Organ; and the poſitive, or little Organ, 
Which is a ſmall buffet, comm ply placed before the great 


e body, and two or three when it has a poſitive or chair 
an ; though large Organs have four and ee five 
Weis of keys; beſides which the pedals or la rgeſt pipes have their 
1 the ſtops or touch 25 whe! eo are played by- the feet. 
: tes of an Organ are uſually divided into four octaves, 


7 f 
. the room ſub- Octave, fart ſub-octave, middle ee 


—— — 


ür 06204, Fach oftave is e nto twelve ſtops or 
9 lets, whereof the ſeven black ones mark the natural ſounds, 
7 ul the five white the artificial ones, 7. . the harps and 
ats; ſo chat the keys uſual! y. contain forty eight ops or 
ches. Some Organifts add to this number one or more 


; 


me viarphchords and 8 pinets | . ave their natural ſtops © 
eg, . * _ 1 . T. - 
piten marked white, a nd their artincial ones 
Da“ about n or three Octaves, at the pleatft 
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Each key or Hg pretic ed down opens a valve or plug whic 


* 1% * > 1 * f 


©1p0303 lengthwiſe with as many holes as there are rows 

Sl me” 4 N che ſoun d- bo ard: Ihe 

N ” _ . CY 
ſhut by a regifler or ruler pierced with forty eight 
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: * * > ww”. ry tea . rr a 4 * 121 
"43. 34y Ara v ing the reg, For t. is Holes Of On FJ TOW Are pe I. 
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7 . 4 1 0 „ "PR 1 3 5 1 75 I | 
aul the noles therein correſpond th tho oi the ſound- 
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6 td. Fs ti 127 by opening ll valve 
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nety three feet high, and twenty eight broad; the biggeſt 


The Oygan has at leaſt one fet of keys, when t has only 


i the third ſub-octave as well as in the ſecond, [Nette, 


holes of each row Are 
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Jame regiſter correſpond to ſeveral rows; e the 


upon placing one ſtop. 


the found. The wooden pipes are made ſquare, au then ex 


. « 
* 3 


. ORG 
Whence it follows that by drawing ſeveral regiſters, gn, 
rows of pipes are opened 1 and the ſame ching harper: 7 


"IN 8 
pipes become either niple or compound; ſimple, where n, 
one row anſwers to one regiſter; compound, where fo 
The organiſts lay a 10% is compound when fever: il 1 


The pipes of the Organ are of two kinds; the «ne n 
mouths like our Flute, and the other with reeds. The 
called pipes of mutation, conſiſt, 

Iſt. Of a foot, wh nch is a hollow cone, and which recen 
tne wind th al is to found the pipe. 2dly. Fo this foot 1; aste 
the body of the pipe; between the foot and the = 6 of th 
pipe is a diaphragm or partition, which has a Urtle lone 
aperture to let out the "wind ver this aperture is the mo: 
whoſe upper lip being level cuts the wind as it c. 
the aperture. 

The pipes are of pewter, lead mix'd with a tweiſth mi 
of tin, and of wood; thoie of tin are always open i their 
tremities; their diameter is very ſmall, their four pen 
clear and ſhrill: thoſe of lead mixed are larger; the 1 
open, the longeit quite ſtopped; the mean ones pard i 
and having betides a little car on each {ide of the mouth, t 
drawn cloſer or tet farther aſunder, in order to raile or Hit 


tremities pl with 2 valve or tampion of leather; the {in 

of the wooden and leaden pipes is ver y ſoft ; the large one; 

ſtopped are uſually of wood, the ſmall ones of | leid; the logs 
[ 


5 


gelt pipes g We the graveſt ſou nd, and the ane ſt the molt 


acute; their lengths and widths are made in the reciproel 
3 of their ounds; and the diviſions regulated by ! 
rule, which they call the diapaſon; but the pipes tha 
_ have the length of thoſe that are open, and whe cn 
he ſame ſound. Uſually the longeſt pipe is ſixteen fer, 
in extraordinary Organs tis thirty two: the pedal tube 
ways oper though made of wood and of lead, 
I he reed pipe conſiſts of a foot, which carries the un 
to the ſhallet or reed, which is a kollow demi-cylinder, it 
at it's extremity into a kind of mould by a wooden tag 
The ſhallot is covered with 2 a plate of copper, fitter air 
tremity into the mould by the fame wooden ws 390% 
other extremity is at liberty; ſo that the air entring tlic i 
jot, makes it tremble and ſhake againſt the reed ; anc il 
longer tha! part of the tongue which is at liberty is 7 
the deeper is the ſound. The mould, which devs to fa 
alot or reed, the tongue, che tampion, Sc. ev 2.08 


j! 
Y 


rn 

'S 
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OR G „ 
op the foot of the pipe, and to oblige the wind to go out whol- 
Y |; a the reed, Laſtly, in the mould is ſoldered that part cal- 
dhe tube, whoſe inward opening is a continuation of the 
eli the form of this tube is different, in different ranks of pipes. 
The degree of acutencls and gravity in the ſound of a reed 


uken from the nn of the ſhallot, to the extremity of 
ds tube. 

E The quality of the found. depends upon the width of the 
4 feel, the tongue and the tube; as alſo on the thicknels of the 
neue, the figure of the tube, and the quantity of wind. 

port! vent, wh ch lets the wind g0 in at fits and ſhakes, 

© + ſhew the imperfection of the Organ, and whence it ariſes. 


of water. Of theſe there are ſeveral ſorts | in Itaiy i in the g grot- 
tors of vineyards. 


invented Organs that play'd by compreſſing the air with water, 
book De Prematum Cantu, 


| the other on the left fide thereof, ſeeming to pump the water 
| which plays it; and to liſten to the ſound of it: It has only 
eight pipes placed on a round pedettal ; the inſcription is 
PLACEA SPETRI. 
ORGANICAL, in the ancient muſic was chat part per- 
Hormed by inſtruments, See Muse. 

SE The Orranical comprehend» three kinds of inftruments, 
. wind inftruments, as Trumpets, Flutes, Haut-boys, e. 
1 ringed inſtruments, as Lutes, Lyres, Violins, Harpfichords, 
I U.. and pulfatile inſtruments, or thoſe played by beating with 
. hands or ſticks, as Drums, Sc. Sce cacli under it's pro- 
Wy article, TRUMPET, FruTE, Lures, Davn, Oc. 
] ORG ANO, bwnifics the thorough baſs. It is uſua ally 


ed with figures over the notes for the Haphchord, - Baſs- 
3 F and Lute, 
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3 room, about two or three foot high, i. e. it's lon- 
5 elk pipe is that length, made in a ſmall buffet like t the poſitive 
lle Organ of a church organ. 


2 2 O$S$CVU-KQ 


pipe depends on the length of the tongue, and that of the pipe, 


To diverfify the ſound of the pipes, they add a valve or 
Dr /7allis has endeavoured in the Philiſaphical Tranſaftiuns 
Fidraulic Ox AN, a muſical machine that plays by means 
Creibes of Alexcmaria, who lived in the reign of Ptolemy ; 
. vergetes, about 3782 year of the world, is ſaid to have firſt 

a is ill practiced, Archimedes and Vitr u improved them, 
and ive lett us deſcriptions of the Hydraulic Organ : Felibien 
de la wie des Archit, And Voffius 18888 from them both in 5 
In the cabinet of queen CHriſtina is a beau fol and large : 


Medallion of Valentinian; on the reverſe whereof is ſeen one 
| oi theſe Hydraulic Organs, with two men, one on the right, and 


UzGaNo piccisle, a chamber or little Organ, uſed to play 


N 23 
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1 172 35 
1 OSCU RO or Oſcurato is ſaid of a note when the 1, 


IM thereof is black or obſcure, as in oppoſition 8 pf , 
1:8 Sce HEMIOLTA, | 


OSSERV A A, con Ofcroanzs, uh cat, my 
truly, &c, Ne CON. 9 


NOS Id D AT ® or Contrapunts oftinato, Such 4 


"th Perf. trato: See PERTIDIA. e 710 
OTACOUS T Is, is a term en From” the Gen P14 

applied to inſtruments that wy to, or increaſc the | p 

2 hearing. See Hearmpg TRUMPET. 115 
OTTAVA. See Oer AE, being the fame. de 


S. ſui Oy TAYA, See Ero boo, SES rand Tü ier: 
O'F'T-IN A; See Tx Iro A or TRIPLE, FE 
- OT TUPLA; Uuple, or the meaſure of fou, E 


at} tis marked with a ſemi- circle C, and ſometires thus 7 
111 'tis to be playcd very quick, In this time eight quavers am | 

|. contained in à bar. But it often happens in the /14/i-» n. Ic 
11 that ſuddenly inſtead of two quavers for every tine c . 
th bar, three are required, Fs is called Dodecupla "Th AT oy 91115 


10 place 4 3 Oer. { TREE 20085 8 UI Notes of equal V 3 we j to ſh: 
the meaſure nut be 3 and when this 3 is omittec. 1 


* 7 5 3 IT: 
c oy 
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"We Tufo ently demonſtrates the meaſure to be Oltuplo a% p 
| * and this makes what is called by the Italians Ott; la Dil non 
1 | ' cupla. See Time, DoDECUPLaA, and Tarr, 7 
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= Lys „ e FAIRY , FB 9K b ae „ — 4 eb 
H TT TS... * 
Ottupla. ; Dedecupla. 
Cor elli in the laſt movement of his 10 ſonata, opera teri 
ery often uſes an 8 atter the dad cuple, to ew d arr: x the trink 
than becomes common tine. 
O VERTU RE, or Ouverture, opening or preludinz; 4 
term uſed for the ſolemnities at the beginning of n 
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ceremony, as of an opera, tragedy, comedy, concert of n 1 
17H fc. Ser Cox CERT. 1 
| b The Overture ofthe theatre in E- Ane 18 4 piece Gt EE Vd 4 | 
0 has 0 / fugue in the ſecond movement. Sce 15 bun 4 4 
0 OX & ICNI Sur, in general are hi; mon I 
| n particular the h gheſt of any three notes 1 art to one WR... 
1 bother as C to C ſharp and DH are thus called; che loweln 1 


e 7? « "iy | a # | J ; 
1 BaARIPICNwNI and Mesoplcsr. | 


„„ m4 
p. 


the 1 muſic, frequently ſignifies piaus, which 
what we called oft, i. e. where the force of the voice 


WY >, whence the word eccho is often uſed for Piand. Sec 


* ' 4 
3 No, 


1 12 5 chiefly ulcd on occaſton of vic 
4 det Hy N. 


3 


ory and triumph. 


3 fert 2 Heſpchius rather takes A; wo to have been thus de- 

Jominatedfrom e Fepart e heal, in alluſion to his being 

; 00 of me ediCine, 

The Pæau took it's name from Apel himſelt, occaſioned by 
mother's crying out to him when he encountred Fe. bon the 
ent, ww apzl, in l, — do boy, bravely boy. It was alſo a foot 


t conſiſts of four ſyllables, one long and three ſhort. 
INA, «a Page, the ſame as carta. SeeCarTa. 
p 2 ſgnifes piu prans, — more est, or a ſecond eccho 
ore remote than was performed for piano alone. 
1 PPP, ſignify pianiſſimo, — 507 76% of all, or à third eccho, 


e! VOICE or fc »und being here As it Wert Jute on in alr. See 
5 oF $$SIMO 
i ES PANDO RON, 2 0 inſt; ument of the ft: nocd 


Bind, uſed among the ancients, reſembling a Lute See 

3 os 

It had the fame number of ſtrings, but they were of braſs, 

id coniequently gave a ſtronger found. 

Jus frets are of copper, like thoſe of the Ciſtrum; it's back 
like that of a Guirtar, and the rims of it's table "Hike thoſe 


> i EE | f . ribs, cut into ſemi- Circles. ; | : | : 
r, z ( 22 1 he that Varro, ale, and others of the an- 
41'v : 
M 2 Mention it as only having three { trings. 

world, according to ſome; 1 is formed of the Greek 2 
ine mia 1 


N 
d een, 1. e, a 1 gifts, or all jort; Yf gifts. Ifidire derives 
ne from it's inver. tor Pandorus Others from Pan, 
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£6 
ee attribute it's invention, as well as that of the Flute. 
ILUTF | | 
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POL hy * the; near; this word i 
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5 added to the name of 
3 of the ancient 5 le In. Ses dYS I EM. 


PAR A&A 


ment is to be diminiſned, ſo as to make a kind of 
AN, a hymn in honour of 2 725 or ſome other of 


Feſtus derives the word hon e T7 ae! 57 eri, — eo ſmile, 


4 n betty thus called, as proper to the hynm Pæan; though - 
K Nui wat derives the word from it's inveritor Pæen a Ph 


by 


* 


171 „„ 


| ſecond Octave. 


the ſucceſſions of ſounds which makes the harmony, . 


ing or playing in concert. See ConNCERT. 


to the ancients ; they had but one Part, all their | 


PARAF ONT Suomi. Sce SUOND. 

PARAMESE, in the ancient muſic, the ninth fa 
chord in their diagram or ſcale, See! MusIC, Drac; 775 : 
and SYSTEM. | 

The word is Greek, and ſignifies jux ia me, fins, - „ 
next the middle; it's place ol 'Fituation i in the br{ {: 75 
ſic, being next to the middle or eſe chord. See Co as 


LYRA, and STRING. Ic en to B. 75 


s 9 1!) 
1 


PARANET E, the found of the, fixth ſtring, ſo abe 
by peaſon it was next to the laſt. See Lene = 
PARANETE  Diexzeugmimon, the laſt but one of en, Wi © 


rate or disjoined chords: one of the ſounds of +. e 00 
Greek ſcale had this name, and 1s the D la re of be 4.1 
octave of our ſcale. Po „ 
PARANETE Hyperbilaon, is the laſt but one ot Ge by big BY 
chords of the ancient tem, and anſwers to the 87 = 
our third octave TT 
PARANETE 8 zue mmenon, the laſt but one of tho d. 1 
added in order to make a ſound. fall between Meſe and Pans BW 
meſe, which were diſtant a tone major, which {houl( 1 
that ſame into two ſemi- tones, the one major, the oi] r RE 
and is our C fol ut by B flat of the third octave. : der 
PARHYFAT E Hypaton, near the firſt of the L .= 
cipal ones; is a name given by the ancients, to <1 (4 "th 3 C 
ſounds which anſwers to the C /o! ut of the ſecond oct 1% 
the Organ. Sce SYSTEM and LYRE. E 
PARHVYPATE Alon, near the middle ones, wa ha 4 fott 
name of the ſixth chord of the ancient ſyſtem, and s the fy 1 
fa of the fecond octave of the modern ſcale. See S171 8 l 
Fin El 
+ PARHYPAT OtDES, are the hie theft of d 
ſounds, called by Ariſtides, Kc. Spit. See Sp Iss | "I 
PAROL Y a word which an{wers to ſome parts 1 5 
note of a piece of muſic. op 
PART, a piece of the ſcore or partition wrote b 0 iy 
for the convenience of the muſicians ; or it is one 9: 855 


apart. See PART IT ION. | | 
Or the Parts are the ſounds made by ſeveral f gz Hy 


Muſic in Parts, moſt writers ſeeni to agree w 


conſiſted in the ſucceſſion of ſounds or notes, none 1 © 
ſonance. Sce MuUs1C and SYMPHONY, 


PAR . 
There are four principal Parts in muſic; treble, tenor, q 
Buer tenor, and baſs. See each in its proper place. 
1 compare the four parts in muſic to the four ele- i 
_ the baſs repreſents t the earth, the tenor the water, the q 
00 unter tenor the air, and the treble fire. | ! 
ARTE Superiore, is every part that is not the foun- | 
in of harmony; but, lays Mr BrefJard, accidental thore- ö 
85 it 1s any part that 18 higher than another, with 
a 115 compared. | 
DAA E Inferiore, is every pa: rt in 70301 the ſong ierves | 
4 4 baſs, or is the foundation of harmony; thus the tenor, 5 
counter ten: 6 or bais, may be called infer! wor Parts, provide 4 
7 440 ere be a treble or higher Part. | | | | 18 
PAR TICIPA TION. * 8 eee 1 
* RTICIP AF O. 5 F 
728 ERAMENT. | | 


I! >ARTITO. See (CANON E 
P 3 TIT ION, the diſpoſition of the ſe ved parts of - 
{t on the ſame leaf, fo as upon the uppermoſt range 
ines ate found the treble notes; in Nate thoſe of 
e baſs; in another, the tenor, and fo on, that they may be 
ſung or played jointly or ſepa rately commonly cz Ned the {cor . 1 
Ser PART, Mo sI, TREBLE, Ec. 1 
PART organtcal, Det Or GANICAL. 
PAS 8 58 AC A GLI O, is properly no more than a che- 
tent. See CHN ACONE, The aul difference between them 
is, that the movement of this is ſomewhat graver, the tune 
ky and the expreſſion leſs lively they are for the moft 
tin the leſs modes or flat keys ; whe: rein the third from 
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ths Haul is Ba on 
"8 * ASSAGE or or PAs8AG 10, a portion of an air or 1 

e contiſting of ſeveral little notes, as quavers, ſemi-c quavers, 

heft, one, two or three meaſures at moſt ; thus what the 


R 
9 R . 


* 
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Lallans call Contrapunts dum fel Paſſo, is a ſucceſſion of 
ſounds in the beginning of a ſong, conſiſting of one, two 
tee bars, which is to be imitated in other places; not 
ch the lame ſtrings or tones, but only obſcrving the ſame 
=_ £5 "umber, motion, and figure, as in the nc tes of the firſt paſ- 
= 45 Which ſays Mr Broſſard, makes one of the kinds of 
dans per frdiato. See PER FIDIA. | 
= Pa 188 F PIED, anair in all reſpects very like am 


"pt that tis more brisk and lively. See Mix uE r. 


5 Py 0 N T0, to play patlicnatcly, in a moving 
| E: eg ONE | 
3 
. FAS v1 ORAL, an air compoſed aſter 2 very ſweet, 


© ns Udet '© manner, in imitation of thoſe airs the ſhepherds 
pol 10 play, 


PATH E- 


176 PAU 
PATHETICA, pathetic, moving, ae, 


{il five, &c. ſignifies to play in ſuch a manner az + 8 
Ih pity, compaſſion, ages and other * acting in the % 
14 of man. | 

10 The Chromatic genus with its ſemi-tones major: and 

1. as well aſcending as celcending, i it's redundancies, 0 


and variety of motions, is moſt proper for thiswe | 
ing: but this muſt be underſtood to be deter for h 
pole than the Diatmic, and we have good fon 
that could we reach the Enbarmonic genus of t the an 
ſhould be better able to raiſe certain affections, 
PAVAN or PAvANE, a grave and maj: ſtic Shank 
| dance; wherein the dancers turn round, and make à whe! 
_ or tail betore each other, like that of a peacock, whejce is; 
— 3 
1.0 9 6 he Pavan was anciently in great repute, ar g was dan 
by 2 oentlemen with cap and ſiyord, by thoſe of the on ; 
in their gowns, by princes with their mantles, ind by 
with their gown tails trailing after them, as ſome cat 
now. 
It was called the grand Ball, from the folemiity Where. 
With it was perfor med, 
Lo moderate its gravity, it was cha) 3 0 introduce every] 
flouriſhes, as paſſades, capers, &c.. by way of epiſodes, Th 
tune thereof is the ſloweſt and graveſt part of intrumnq; 
muſic, generally cont: ift. ng of three 98 
It's tublature on the ſcore is given us at large by 7 
Arbeau in his Orchefs (raphia. ” | 
PAUS A pmneralis, Ste Po INT and Corona, 
PA us A ixitialis. See M. 2D 20, Tt MPs, 3 PROIN 
T 1ON, | 
PAUSE a 8 1 ſilence and repoſe, 0 
fome mute figure, becauſe it ſhews that ſoine of the parts in 
to be ent, while the others continue the ſong, either Wt 
the ſake of ſome fugue or imitation, to give 2 breath 
time, or to give room for another voice, &c, to auſwer wi 
this part ſung, a, in dialogues, ecchos, Sc. Sce 1)1 a 1060, 
The modern aicients had two kinds of Pauſes; tht 0 
called by the Italian: initial Pauſes, becauſe placed at the 
ginning of the piece, though ſometimes en oa very ! 
gularly before the Circle O, or ſemi-circ „ 1, eie 
In dt ple or cemmon time. | | 
They. h d alſo pauſes after the charge ters cf the mea 
and in the courſe of the piece which may be c a accrieit 
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A 24 neu PAUSE, is a general cefation or lilkence of a the 


Aan F ) 

me of 3 . a bar. 

We ſav a Pauſe of a minim, ſ:mi-breve, long Pauſes: 

95 f chroma and ſemi- . are names. given Dy the 
t e the different values of Pas; for the 

and characters thereof, ſce CHARACTER. But ved 

„not be amils here to give the ren der their Ilallun names, 


F PAUSE, as the Finch term it, is a ftence during the 


a 4 eine, — di langen 1 A; brew, — 4. 3 
cf | e Few 
if * 14 large, en 77 #1 long, ——— of. FE 4 br Pa TE 8 ——— of 77 1 Dye UP 
bp 1 1 « i . 237 rt. 

. d d nia, —_ 25 ſemiminime — di croma ON er 7 ptro, 
3 * of. a mini, — of a cratchet, — is guaver. 


< 


Is 


I P i; ja 4¹ lemi-croma, 
: Pauſe, 2 of a ſemi-g mon 
toc Ommon time E, > Cn ARACTER and with 188 rd 
the various ſpecies of 25 time, ſee LRIPLE. 
PEDA Lv, 1re certain keys of ail Grog n. thus calied he- 
? plaved and ſtoped Dy the feet. See Or GAN. The 
or the largeſt pipes in 
Koo! and other materials, their number is not limited 

bey are of modern invention, and 55 to carry the 
nd an octave deeper than the re . „ „ 
PEN. \ CHO R D, an ancient muſical inftrument 
Dich hre frings, whence the name zz, fue, and porn a 


© For their Proportions with te- 


2 


The invention of the Pentachord is referred to the Seythians; 
re of bullock's alias, and! 
ol goats be diem | 7 5 | 
PEN T- ACI R DO. that has five fr) 
ox b and 555 N TAC Hon p. | | 
PENT AT ONON, in the ancient muſic, is a con- 
Alled by us the reduneaat fixth. See SX It. 
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- 


0 „ 14 * 77 N 4 '£ = 7 5 3 
6&0, 1. CONE Of tour tones, and A major: Anl. { minor lenm tare; 
ii 1 . : 
hence the nan 5 FP +5 | 8 8 . 
C I IKE 0112 nan Oo eaten. 4+ 4. kve Tones. der CS 
£ N 0 ; : ; X 
d ang Tonk; -- | | | 
1 LE Ty 8 * " 
V 5 = * * 1 1 IN, P 4 N 90 * 7 ” 7 - * 
1 ER AKH 3 T + ES 18 8 terms in mul 5 
; * * 
, 7 » 4 — ; 7 
LAT: Prepoſit ion, benify ing 425 Fa 7007-5 A; i; 91 
f 2 : 0 5 4 N * 5 | » 15 — 7 . HAS % as / ” 4 x ' | 
3 * ee * * Or A the fir} VI (CI Et 9 4 144 ies en. 444-46; * 
C 
rn 1146 
4 Wi N 12 neo7Tar «: £40 fi. »o © | 28 1 As rt ry #51 * 
EESIN tlien, ſiznifies in beating or during the all 


. 121; Try ho ar & y 7 » r\ "#5 125 ' 15 5 / 7 * 
Nane % 4 + tw LI Part of TE DA! 3 & 4 4 4 "ay 4 & & 7 1 4 # % 


the machine are made an tare of 
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1 7 FET 
ring the rite of the hand, or the laſt part of = ba 
in common time is equa iy and in triple, unequa 

A ſong, counterpoin t, or fugue, Cc. are Wm 
7 heſin, when the notes deſcend from acute to ge 
the contrary, that they are Per Arſin, when "thi 01 
or aſcend from grave to acute. See ACUTE and (3p, 

PERFE C? T, (or PERFTETTO in Italian, 
ſometh. ing that fills and ſatisfhes the mind or car 
ſenſe we ſay, a ber fell cadence, concord, &c 
oppoſed to imperfect, See each in it's place, 
CONCORD. Tc. 

The ancients had two kinds of modes, the maj. 
nor, and cach of theſe was again either Perfect 
Sce Mopo. | 

This word, when joined with mode, time, 
preſſes the triple time or meaſure, in oppoſition to j 
time, which is common or duple time. See LRIT LE 
ind Me a SUR E. Sce alſo 0 | 3 

PERFET TA Tripola. See TRIPLE. 

Seſqui altera maggiore PERFETTA. Sce 8991 

PERFEKT TA prolatione. See PROLATIONn. 

Punto di PERFET TIONE.. See PolNT and PUxT 

PERFETTO, 7 . See PERFT RCT. 

SESQU I, and 816N | x 
9 RT A A; is a term borrowed from = [to] 
h1gn! fy ing a aftectation of doing always the fan 2 th 

ing the Jane (le In, of continuing th: fame mation, 
feng, the fame paſſage, and the fame fro ure of 1 
the ſtiff baſſes of chacones, &c. . becauſe depe: ain 4 
on the ceprice of the compoſer, We have a 0 
kind in Angel Berardi's Documenti Armmict. 

PER Opn! Tempi, when placed in a 5 {1260 
that it may be played at any time, on any occalion, 
txed for any particu] ar 5 CY or ſubject, 

PERIPHERE a Greek term, which 

Atartianus Capella, = he 15 me ſignification With wv! 
Italians call Canducimento circoncorrente, and the 1 4 
$45 * HM: age deo Duc T Js and Cor D UC 1515 


PEP THE SIN. See | 
P! 1 EE IN ASC 2 f A, ary the fame WIR 
See PpR FIDIA. e 5 
E f EIA, 27744, in the ancient mulic,. 1.5 
term, tou lich We have no corre ſponding ORC 1 | 
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e 5 ſounds in ſuc- 

The Melepctia, 7. . the art © arranging ſounds in ſuc 

nan ſo as to make melody, divided into three parts, 


e 
4Y 


12. 


u umento, and ; the laſt is by the Greeks alſo called 
g ble, 45 and by the * Pettia, 
pere or Pettia then, is the art of making a juſt 
dament of all the manners of ranging or combining 
3 as among themſelves, ſo as they may produce their effect; 
n . the ſeveral paſſions they are intended to 
Stu, . g. it ſhews what ſounds are to be uſed, and what 
I.. bow often any of them are to be repeated, with which 
I beit a, and with which to = whether with a grave ſound 
I it, or an acute One to fall, &c. It is the Pes tera that 
Pon. 1{titytes the manners of wk ; it being this that chooſes 
3 or that paffion, this or that motion of the ſoul to be 
raked, and if it be proper to excite it on this and that 
Wea on; 'tis therefore in muſic, what manners are in 
— 5 bg e 
we do not fee whence the denomination ſhould have been 
* ken by the Greets, unlels from lee +, their game of c 2 - 


Ne Petteia being a ſort of combination or arrangement of 
; Funds, 25 cheſs is of the pieces alle d p77 calc ul, og 
e = :/ 

Alen. ü f 


3 Pettein Agua cogns CITIES, 920 inam ſan! "Umm 0717 Hen, ui 


3 ANT ASTIC Style, is 2 
Wentz, or a free and unli mitted kind of 
rules, governed by no defign, and not at all premedi- 
Ned. Sec ComposiT rox and STYLE. 

PHONICS, the 


. 8, the doctrine or ſcience of found, called 

a Aconſtres. It comes from the Greek gun, feund, Unice, 

Fc, may be conſidered as an art a; logo 1 

? b: divided like that into refracted, reflected, and dict. 
e branches the biſhop of Ferns, in alluſion to the parts ol 

L ric | denominates Phonics} Cataphonics, and. Diapheni: C5, 

I P. is im bro! eable both with regard to the 98780 c, 

e medium ls end the Org gan. | | | 

* Tag to the object, ſound, it may 

| 0 to tl! - begett ng and Drop: 


2 4 


| a 
igating of ſounds, The firſt 


ieaking or pronouncing, in nit ing or k ing, in hol- 
ing Or 


01 luri nz, which are all of them giſtinct arts, 


x 
— ** 4 
* * 
Cab 


=. 75 11d im- 
2} A Tbe ſecond by the poſition of the 3 body, 
8 5546 to medium. Phanies may be improved by the 


; | 5 3 pol 
Aa 4. f tin neisz 


TT. tlie Greets called Let 55 Mixic, and bre. 15 : the 


dumpf tio, e, and Uſus ; ; and the Italians Preſa, 


=.” rfumendi, #1271 quotres liar 21 fun 9 10 1 = Ps: Ys  quanam | 
E tend 4M, S in 74 1 ae; Hi endum, atque he: {#40 5 mor ent 
Ariftides, 


2 Arle proper for inftru- 
compoſition, fubject | 


to Optics, and 


be improved, both with. 


4 „r www 
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thinnels Hh Nee ency ol the parts a eof, and by the 


="  S4£ 


i 
arched, ESA) 7 or ellbticaly whe 
theory of whiſpering places, Ac » to theſe, that placir 


jonorous body near the water, it's found is mollif 
11 placing it 0 plain "Xh C ſound 15 a to 2 reg 
14 tance thin on higher ground, Se. See gau U and B 


As to the Oigan, the car, it is helped by pr: git 
wall, (eſpecially at one end of an Arch the found Fe | 
at the other,) or near the ſurface of water or the 
2 by inftruments, as the Stentorophonic Fube ot | ve 
"Frumpet. See Tn per. And like wiſe by 
ment to help weak 22 ; fpe tacles do eyes; 
ment that takes in vaſt remote founds, as te teſco TT 
Jon ö by a microphone or en agnifying Z ear Inttrunent; 
polyphone Or r multipl ving car inſtrument. 

Cotapbone or reflected hearing may be improved b. 
king of attiftrial ecchocs; for in general, any bun fa! 
eit; er TOY or obl.q quely, on any denſe body oi a 

fur Sete whether plain or arched, is beat back again, 
fected, 7. e. does eccho more or le 3 
F HR Y GIAN Mode, a war-like kind of mu 


Hautboys and 1 rumpets 10 inſpire the men 
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als eg vemente, ſuch as mate ches, Oc. alſo à ſpright! 
in dancing. | e | | 
W= 11 FT oO? NGOS, a found or tone; tho”: found an | +0 
are indifferent] tly ed to expreſs the fame thing, they 
greatly from each other. Sce Lock and dope D 


Wl). 5 N | PH * 310 A- Aﬀtu!: #7." #3 See Mo SICA. 


3 5g 
FITAN Q, ſoft and ſweet, | by was of an ecci, 


ot C10 and CAC TO, | | 
PIANISSEMO., very ſoft, and fo as tha! 
may ſ-em at a great diſtance, and almoſt loſt in? 
PPP. 
1 PIAN (), or Py v Pra NO, 18 


Bog With NS or Mics a degree between i! 111 711, 
e P. YZ 
> 8 . I 
— I CCIOL A 9 Tripola. Se TRIPOLA or T'i 17h | 
> k 
PICCIOL A, See Or GAN and TROM 8CN- 

DI AT. | . | 
FLENQ, is 0 pp uſed for the words iti, pros, 
Hai, and often wit! 1 char: 2, as. Pieno chars, —— «i 
chert. 5 | | 
Samet tes MS it Genific: © force, 99 Pens, 
we] uch ſenſe, they ſay a fifth i is Pi Piano than t the _ 


$4% 


it! 28 More en 


has M0! ech, or makes itſelf more ſenſible to ; 


5 BF „ 
Lo. Piu Pieno. See QUINTA and Nor E. 
050, fignifies to play or fing in a ſoft manner, 
bt 1 pity or compaſſion 2 _ 

PIFFE RO, is a little Flute or Fife, This inſtrument 
- fed in war, general Dy itlelt, unlefs accompanied with 
e Drum; the ſound If y. ields is extreamly ſhrill, loud, and 
I ard at a great diſtance ; it is held after the manner of a 
ute to be played on. See FLUT E and FLAGEo- 


po 


P] 5 E, is to ſeparate and divide the notes one from 
mother, in 2 plain and diſtinct manner; this is otherwiſe 
_—_ 1 | by the words Staccato and Spiccato, which fee, 


1 


PIK] N Q $, but rather fee Pyku os 


RN T. 

p U, a 7ittle more, it increaſes the ſtrengtu ot the ſigniß- 
cation of the word to which *tis added, 28 
n Aeoro, — a little quicker, 
Pry Piano, — more flaw, or more ſoft, 
Pro Preſto, i. e. play a little brisker and quicker than 
n be itlelt requires; and fo of the other words adagio, lente 


2 1 
4 


rave, dibace, KC. See each in it's proper place. 


AUVFTENTICO. | | 
PLOKE or PLok 1. See Usus. 

PL 4 AIN Chant. 2 e - CHANT. 

PL Ain Defcant, « Dz5scANT. 
PNEUMAT 1008. Sce STROMEN TH 


{2 wore to which It is annexed. 

Poco allegro. See ALLEGRo and Piv. 

Poc 0 lame „aA little flow. See LARGO. | 
: Poco prefta, not 7 10 Mek as preſto requ! tes See 
RESTO. | | 

P. co piu allegre, a little more brisx and lively than allegro 
Ine requires. 


— 


I Poco mr allegre, a little leſs gay chan allegro. Sos 
. ALL EGRO, 


nes or ſounds, See NoTE and S0UNnD, 
q Hence we fil} call it fimpie 01 unterpoint, when a note 

. | + the lower part anſwers preciſcly to that of an Upper ; aik f 
rp ye unterpoint, when any note. is fyncoped, and 
1 wi, of Za ne parts makes ſeveral notes Or inflexions of the vote * 
olle the other only holds on one, See CovNnTERtPoiny. 


* 4 a. 


5 A, a Tony or a Cornet. See Hauer Boy ad 


p. AG AL E, Plagai, See Fuca, Mono, and 


500 O, a little leſs, has juſt tho contrary EY of pin, 
id therefore diminiſhes the ſtrength of the ſignification of 


5 | | 
OINT, a mark or note aciently uſed to di Ginrulſh the 


1 
4 
* 


EI" — Eh. fs. 2 v 
Js AAA TO * *r _ 


ſiſts, and which the [raltans comprehend under th 


2 lower to a bigher note. It conſiſts in three things 


*Tis a fort of large Trumpet, fit only to play the bas 


at the feet of the Organiſt, played with the fame wv Wy 
the {ame bellows, and conſiſting of the fame numuvr: 


GAN, 


| whatever produced by an inſtrument. 


the executive or performing part, not endcavouri gt to C 


182 | 0 

We till uſe a Point to raiſe the value of » 
prolong it's time by one half, e. g. a Point added 
breve inſtead of two minims, makes it equal to 8 15 


to of the other notes, Sce TM E, NoTE and CHap 7 
TER, ſee alſo PUN TO. 


FONT ICE LL A, a ſmall bridge. See By tn. K and 
TA GAS. Rs 
PORT de voix, a Frenc! term, which ſignife: 8 the fac 
ty and habitude of making ſhakes, paſſages, and diminy, 
wherein the beauty of a ſong or piece of muſic orently en 


8 - 


2 \ers... 


che te. 


* 
1! 


Trill, gioppi and Straſcini. 


Bacilh calls the Port de voix, che tranflation or paſſing gf 


— % Lie OWe A 


note, which is to be ſuſtained ; the doubling made 
higher note, and the ſuſtaining the ſame after it his hy, 
doubled. This by {ome is alſo called anticepation, 


POS AU NE, Tuba ductilis, by us called a Sackiy: 


tenor to a Trumpet; it muſt be lengthned and ſhorty: 1 * 
cording as the ſounds 2 are re quired to be either grave po A0 te 
Sec SK . 
POSITIO, is the putting down the hand in bes 
time. See Tres 15. 1 
POSITIVE, the little Organs uſually placed beh. 


5 t | 
with the large one, th ough thoſe much ſmaller, and in a «: 
tain proportion : this is properly the Chair Organ. See Or 


WA 


In the Organs of the Je tits, the Poſitive is the gat 
body. | 

POTEN Z A. the "DRE characters, and * Ires, w. 
by grave and acute ſounds are diſtinguiſhed, were an: ooh 
thus called, as the notes and ſigns of the modern m. ke 
now ; though ſome will have Potenza lignity an) ſoun 


POT ENZE, See Por ENZ A and SuoN o _ 
PRATT ICO, as Mufico Prattico, is ſtrictly he el 5 
no more than a We, Ke who applies himſelf e top 
tice, without giving himſelf any trouble, but mere 


bay 
1 . 


poſe or make new pieces. 


PRATTICA, Practice, as . antiqua or d 
the ancient Practice; or Prattica maderna, — the malt 
Practice. See Mus: oa. 


PRELU DI 
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? RELU [ E, in Italian Preludio, is a flouriſh or an ir- 

| IP ar, winch a muſician plays off- hand, to try if his 
ment be in tune, and ſo lead him into the piece to be 
lived; Overtures of Operas are a fort of Preludes; very 
a the whole band in the orcheſtra run a few diviſion; to 
the tone. Ste 1 ONO. | | 

| PRE: 58 , is in general a character, which ſhews when 
+ where a performer in a concert is to begin to ſing or play. 
But 1 particular. eſpecially in fagues or canons, *tis thus 
markt 4 +» over the note at which the ſecond part, that 
«to follow or imitate the tirlt muſt begin; if the mark 
he je repeated a ſecond time, *tis to ſhew the place where the 


-nftr: 


1 1 
1 El. 


third part muſt begin fo imitate the N and ſo on condi A 
41 the Parts, - VEE U SU 8. | | i} 


PRESTO, aff or quick, gh; yet not with raj 1dity. 

PRESTO PR ESF 0, the ſame with preſbiſſimo. 

Alen PRESTO, Or Nox $ & ROP o FRESH, leſs quick, not 

755 og 7 + 

*STISSIMO, is entremmly quick, haſtily, with fury. 

| I MA, Viola, voce. See PRIM oo. 1 

PRIMARIUS. SeeProTos. | 5 
PRIMO, the firft; this word is often abridg'd, Pe, | 

1% or 1?, and added to other words, as 


Ie 885 f 
Primo canto, — the firft treble. | 
Alt: Prima, — the fir /t try! ble. | 


Feuer? Primo, — the firſt tenor. 
Haſſe Primo, — the firſt baſs. 
Fa 50 Pri; Hi 719, ——the » fir/? ? bajſos 7 


| Chors Prima, — the fir 1 r horus, Nc, Sce PR 5 B Lx, 

f by Ok, BASS, TROMBONE, SAC KBUT Jo Hons, Se. | 
PRI INCIPALIS, Mediarum & Princips'tnm, Prin- {| 

cihalum extenta tetrachordon, See "Rn TEM. 5 10 


PROFESSORE di Muſic @, One that ſtudies or teaches, 
or 1s 2 profeſlor of muſic. FR 5 
PRO GRESSUS e,. See Suppos 11 10N. 

80 R OHIBITO, forbidden, or that 1s not proper, G 
"cording to juſt rule. Intervallo prohibito is every interval, 
iN melo iy, that does not paſs the ear eaſily or naturally, to 
44h it "hag pleaſure ; ſuch are the Tritone, t the fixth major, 
the leventh, ninth, Ge. though under certain cit cumſtances 
en th ele have pleaſing effects, in that by their harſhneſ; the CY 
3 7 whe concords more agreea wle. See In; TERVA L., Tal- 
E TON 72 De. See alſo Vie" TATO. | 

; 1) E eln * any ſound in the enharmonic 
raiſed three dieſes, See Dys%07 UTIO and SPON > 
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PROLATION the art of Making or maki 
inflexions of the voice or found on the fame note 5: a 

Sec SINGING. 

The figns that the antients uſed to ſignify a proli-i, 0 
be made on any note, was a point in a Urls « or ſemi-circh 
thus OC 1 a 

This point was the length of a ſemi-breve and 
there are two forts, per ſect and per feet. | 

Perfect protation was marked after the cleft as bee 
whereever theſe marks were found, the ſeni-breve cont 
three minims, for which reaſon they placed th: fie ire z | 
or i, which thew that threeſuch notes are required in al 4 

tnper «+ prolation was marked with the faine cho, 
with time, and made the ſemi-breve contain but tus mi 
nums B. 


* B 
! 1 | 3 4 
2 7 — 1 E ir 
2 I —.— A 


Theſe characters ate almoſt intirely diſuſed in the movers 
practice, but as they are often met with in ancient muſe, 


tis therefore neceſſary that a muſician have ſome knowlel, 
af them. NO 
Tho” even now the Italians have two ſorts of pro tion in 
muſic, which are ſignified by characters reſembling that 2b; 
d deſcribed KA. | ; 
The firſt is prolatione maggiors perfeita, t thus marks! Oo; 
The ſecond prolatione minore pes Fetta, thus Cor 1 or . 
and oftener C and ;; but in both cales the ſemi-bre'e co 
tains, a whole bar, and its pauſe the fame time, the win, 
one third of the bar, and its Pauls the ſame, and io of ti 
reſt in proportion, | | 
PRONTO read:/ )s quick, vin, Withont 
lime. 
ig R O P E, near. Zoe Pas A :. F media See I 
RAMESE, ang "pa 
FRO p ORTI ON, is the ratio that two tern bu 
to each other upon comparing them, as two numbers, 
two lines, two ſounds, c. as if we were to compare d U 
low, with ſal above, ors any other two founds at Aae N 
of the ſcale. In ge neral there are two ſorts of p 
| The lirſt is equality, and is when two terms arc eq. 
the one containing neither more or leſs than the ett 
1: 1, 2: 2, 8: 8. Two ſounds that are in this proportit 
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ure (aid to be uniſons, that is, to have the ſelf ſame degree 
[of eravity and acuteneſs. See GRAvIT Y, Sc. 
The other is of inequality, as when of two terms one is 
Jer than the other, i. e. contain more parts as 4: 2, be- 
cavie the firſt contains the latter once, and ſoinething left ; 
therefore muſt be inequality. Of this proportion there 
. re five ſpecies, which the Italians call Oeneri. 
| Firſt Moltiphice or Multuple, is when the larger e 
ſn ans the ſmall one twice, as 4: 2; if this greater 
: tera do contain the leſs but twice as 4: 2, 6 3, 16: 8, 
E:- it is called proportio thiple, if three times tr 12 if four 
bei and ſo on to infinity. 
E The ſecond fort of proportion of incquality is propy- 
in- del genere, or ſuper particolare, when the greater term 
rome the leſs once, and a third of the greater remains, as 
B25 if the number remaining be exactly half the les num- 
Mt proportion is called %u def ; if a third part of 
the leſs, as 4: 3 ſegqui ter xa, and ſo on, adding to / ſquid the 
2 Ladina number of the leſs term 
The third proportion of inequality, is called pre por- 
'me del genere ſuper parxiente, in which the greater terms 
Konain the leſs once, and 2, 3, 4, or more parts of the leſs 
wein, or as Zarlin lays 2, 3, 4, or more units, Sc. This 
Proportion is diſtinguiſh'd by the words bi, tri, quadri, Yo. 
etween ſuper and purx iente; thus the proporiwn of 5: 3, i 
led ſuper br parztente terza, becauſe 5 contains 3 any 
N 9 two units remain, which are two parts of three; that of 
>: 4 ſuper tri parziente quarta by reaſon ) contains 4 once, and 
q WW parts of 4 remains, and ſo of others. The fourth and 
. 3 ſorts of proportion of inequality are compoudned of the 
b/utyple, and one of thoſe above deſcribed; tis needleſs to 
a thing concerning theſe here, finve thoſe above men- 
Noned alone are uſed by muſicians to compare ſounds, and 
wt incaſure the differences of concords and diſcords. For the 


F 8 lee Cox CORD 3 we ſhall here lay down that 
COTUS . | 


"F 4 B 5 E. 1 0 
Seventh Greater — 15: 8 
he XIEnth Leſs. wm — 9g: 5 
5 Falſe Fifth - — 6: 45 
35 TIONS omen - ——— 45 f 3% 
| Tone or ſecond Major . 9 ns 
one Minor — 10: 9 
demi-tone Major or ſecond Minor: — 6 15 
Semi-tone Minor eee 1 24 | 
Cc mn. a2 KK— — 22. 81 88 
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But it is ill to be obſerved, that what has been (aid m. itt 
underſtood of comparing ng er number with the letz, ;n 
therefore muſt be thus wr'tten 3: 1, or 1; for f 
compare A leſs to a greater, the places muſt. be chang : 
1: 3 or 3, and the word ſub muſt be placed to this 
above mentioned, as propartio ie is thus marked 3. 10% 
and proportro ſub tripla thus, 1: 3 or 3. 
PROPORZIONE., See PROPORT ION. 
P ROPRIET A. See Nor E and VIRGOIA. 
PROSLAMBANOMENOS, ſupernumerary, added, 


This name the ancient Grecians gave to one of the chord | 
of their lyre or ſyſtem, which anſwers the A zi la of the gn | 
octave of the organ, or modern ſcale. der Sc A1 1 zi 
SYSTEM. Es IF 

PROTOS, pb Tritos, ae four Cr 
words, which in Latin ſignify Primarius, Secondariu, 7 Ter : 
tiarius, and Puartarius, according to Mr Breſſard, but 9 
tener found Protus, Deuterns, Tritus, and Tetartus, Ni 
terms were uſed by ſeveral writers on muſic, ſince the KW 
century, or Guide's time, to name the eight tones or mod [ 

of the plain ſong, which were all they diſtinguiſh'd, and call 
the firſt and ſecond tones Proton or Primaris, that is, of the j 
frſt rank, the third and fourth Deuteron, of the ſecond » the | þ 
tith and ſixth modes 7r:ton or Tertiari of the third rank: | 
and the ſeventh and eighth Tetarton or Quartarii of te f 
fourth ; *tis thought by ſome that the modern rec) 2: ue 
the 4K names at preſent, See Tuono. | 

PSALM a divine ſong or hymn, from the Gre ] 
Lung. The word Plalm i is appropriated to the hundred, 
fifty palms of David; and the name Canticle or Sam vin RE « 

to other pieces of the lame kind compoſed b. 7 other Proj 2 
and Patriarchs, al 

St Auguſtin dd that the ancients made a eit 
Fence between Canticle or Seng, and Pſalm; that the for Wl f 

was fling ſolitary, or by the voice alone, but the latter a» WM F 
company} ed with muſical inſtruments. - - _ l 
he aims in the antient editions are Givi fed ne i BW : 
Books, nor js David's name found at the head © f more ths a 
ſeventy-three of them; tho” ſome, and among the. rell, dt 5 
guftin an d 8 t Chryſaſtein attribute all the by dt & and jt BY 
o 255 without exception, The eres eee were a 8 
oi another ntiment ; and tis certain that a ew. 
leaſt, Were net his. St Terem obſerves, among the Numa 5 
ſeveral that were compoted Jong after Bat . Di Pin «9 1 
it. is C:Mcult to alce! AD the authors. All we know K© 
book is, that Is collection of ſongs made by E/dras. 3 


| Gratual P/alms were thoſe che ſung on the keeps of 


The penitential Pſalms were formerly the ſame as thoſe 


now {0 called. See GRADUAL, 

PSALMODY, the artor knowledge of ſinging Pſalms, 
from the Greek Fand See PS A LM. | 
PSALTERION, P/altery,a muſical inſtrument much 


in uſe among the ancient Hebrews, who called it Neil. 
We know little or nothing of the preci form of the an- 


cient pſaltery, 
nat now in uſe is a flat inſtrument in ſorm of a trape- 


zium, or triangle truncated a. top. 
It is ſtrung with thirteen wire chords ſet to 0 and 
e dtave, and mounted on two bridges, on the two ſides; it is 


a crooked Rick, whence 'tis uſually ranked among the in- 
fruments of vercuſſion, | 


| name 4 P/alenco , ſome alſo nov? call it Nablum or Na- 
fur N, 

Papias gives the name of Pſalter to a kind of Flute uſed 

bucns, See SAMBUCUS. 

| ſee STROMENTO, 

Nor E, CHARACTER, ProLation, and PorNT. 


| recited articles, other kinds of Peints, as Punt; Convenentiæ 


| zugmentation, points of diviſion, tranſlation, alteration, 
and imperfection, which we ſhall here deſcribe. 


| £ or, SS, both which denote that the note over WH ich 


ber are placed is to be held out till the other parts come to 


| piece; for if it be found in all the parts of the ſong, it marks 
| 2 general ſilence, ad libitum, 


| Seem, Punctus Gaudatus, or po! nt with a tail thus, 
Furs 


| ve ſhall ſay more. 


ms Thirg, Puncto Di Aecreſſinento or Augmentation, is very 


| ommon in the antient 48 Toll 23 madern muſic, 2nd what 

as been ſaid under note of au 5.08 ntation, is a ſufficient ex- 

4 Panation } he reof with regard to common tune, Sce Nor u. 
| 8 by „ e 


truck with a plectrum or little iron rod, or ſometinies with 
s cheſt or body reſembles that of a | Spinet, It has 110 ; 
in churches, to accompany the lingin; 85 in Latin called Sam- 
"PU I SA . IL E, as Pulſatile nftruments, for which ; 
PUNTO, PuncTvus, or P UNCTUM, Phat, See 


There are beſides thoſe Points deſcribed under the above 


| a more, Funftus Caudatus, Piuntts F » Accreſſmento, or 


Firſt then, Puncts Convenentiæ ac mera, arc thus marked 


their concluſions, and this only wher put in one part of the 


sis otherwiſe call ed Point > Alicratiin Or F of which 


— —Aä—Uͤeö f 


firft example the breve is equal to a breve and a ſemi-%rey- . 


Punto di Perfettione, and is placed on the left fide of ny... 


of three 2 


transfered to the laſt of thoſe breves, and makes it contein 


three times or a whole bar. 2 


and minims | | | | and ſo of the reſt. | 
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But with regard to triple time this has other effect: which 
come under the articles of DO ; * 
Fourth, Punto Di Perfettione : here it makes te rer 
perlect, for the breve in the triple + uſually contain; thro 
tines, or one whole bar, if it be followed by another hreye. 
or any note of greater value than itſelf, but if followed by a 
ſemi-breve, or two minims, &c. it contains but two thirt 
of a bar, and therefore wants a point to make it nerfect - 
F 


which point from this has it its name, 


and thu; 


1 an and 4 | | | | and s 4 | - in the 


in the ſecond a ſemi-breve to one and aminim ; in the thire 
A minim is equa! to a minim and crotcbet; and in the 1, 
the crotchet to one and a quaver. This point fill in. 
creaſing the value of the note to which it is added by one hae 

Fifth, Punto Di Diviſione has quite the contrary effect un 


and d ides them. Tis put in triple time, before 2 f. 
breve followed by a breve, and diminithes the breye of cn. 
third of it's con tent, ſo that it contains but two time: inſtead 


Sixth, Punto di Tranſiatione, is a Point by which the val: 
of one note is carried to another, that is ſometimes very di- 
ſtant from it ; *tis placed before and after a ſemi-breve foſlon- 
ed by a number of breves; the ſecond of theſe points i; 


1 


_ 4 


Seventh, Punto di Alterazione diminiſhes the breve, b. 
2 Point placed between two ſemi-breves ſituated betwixt tu. 


$1 55400 


breyes, leſſeus ti e breves fo that they contain but two tie, 


not a bar, Hin and the ſame holds with tcgald “ 


s 


other notes, as minims and ſemi-breves 4 PAY 2 crotchet⸗ 


Laſth, Punto di Imperfettione, diminiſhes the long 1190 5%!" 


firſt of one of it's parts, and then of two, if placed 2 


PYK 189 


mb breve and à long follows it; it takes off only one of its 


3 


| parts, 28 3 but if placed before a long followed by 

wo ſemi-breves, it takes away two of its fix parts, A 
PUNTO d: | adopiamento. See RADOPPIAMENTO, 
PYKNOS. See SPISSUS.. 


100 QUA 
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ADR AT O or QUADRo, is a name given th th 


note B when it comes in the natural or diatonic order. 


5 


marked - tis a ſemitone minor higher than the p, n ge 


Þ, and in reſpect of that may be called iharp, Scr Fi 1 47 
and SHARP. 

QUADRIPLICATO, Quadruple, See INTE ava 
and PROPORTION, 

QUARTA. the fourth of one of the concords « 
0 cu intervals, See DiaArESsARON, Fouurh, 
INTERVAL. 15 

This interval, as well as the en and fifth, admits nct 6 
majority and minority ; and when placed below thc afth, hi. 
vides the octave arithmetically, and diſtinguiſhes t the 
from the authentic modes, See Hannes ICAL 
SION, | 

"Tis by ſome, lars Mr Brofſard, e an imperſes 
concord, but is moſt generally allowed to be n ty 
treated in practice by ſome as Aleman, and Contratiy t 
others. 
The fourth to be juſt muſt contain diatonically two tog, 
one major the other minor, and a major ſemi-tone, aud 
der matically hve ſemi- tones, three major and two minor, 
” If the fourth contains only a tone and two ma) or fem. 

tones, or three ſemi-tones major and one minor, . Ang 
be diminiſhed, and therefore diſſonant; which is not uſu 
1 leſs by ſuppoſition, when tis reſolved by the third, or fon 
N times by the falſe fifth, We. 
4 | If two tones, a {ermi-torie major and another m nor, or tir 
major and three minor ſemi-tones be found in the for urth, t 
WE. aalled tritone, falſe fourth, and is ſuperfluous, conan 
. a diſcord, which is abſolutely forbidden in melody, and whit 
3 in harmony only when reſolved by the fixtl,, ſornetime 
. by the octave, and very rarely by the third. 
A The fourth and it's double triples, Gc. are indiffcren! 
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18% marked in thoro' baſs by a 4, in which the dimin med! * 

ns | is thus marked Þ 4, and the ſuperfluous or tritone 2 + 
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The perfect fourth has a very good effect in melody riſing, 
„ alling by digjoint as well as conjoint degrees, & c. and 
eceſtary to form a perfect cadence, See CADENCE, 
Dass not then to be wondred at, ſays Mr Braſſard, that the 
| ...-ients, whoſe muſic was only melody, place it among the 
| donde and that it's greateſt enemies are obliged to agree 
hat in this reſpect at leaſt, tis truly ſo. 
hut in harmony 'tis true it has ſomething harſh, which is 
tened by the third, when the upper part ſyncopes, and by 
the fich when the lower part ſyncopes; and 'tis for this 
ealon that in practice tis treated as a diſſonance, To this 
home fay that it is a concord to the firſt part of the ſyncope, 
Ich that it ſerves as a preparation to the fourth which is made 
on the ſecond part thereof, we ſhall not here take upon 
do enter the diſpute, but refer the reader to Kercher, 
Aer ſenne, Larlin, Ce. 5 5 e | 
Sui QUARTA dupla. See SESQUI and PRoPOR- 
Ile. | | | 25 | 
| QUART-FAGOTTO. See Durcino and 
EBaSS00N;: . | 1 
enen en 
QUART O, feurth, as Quarto choro, modo, Violino, the 
burth chorus, mode or tone, Violin, c. Sce each in it's 
place;.. -- | | | EE 
QUATRICROMA, is what we call a demi-ſemi- 
aver, thirty two whereof make a bar in common time. 
dee TIME and TRIPLE; lee allo BiSCHROMA, 
AQUATRO Soli. See QUATUORA. 
4 QuaTRo Tempi. See TEmPO. 


fic, | 


QUATUOR, ur, is often found in pieces of mu 
[30 thew that they are compoſed jor four voices or inſtru- 
id 4 ments; the Italians ſay a Quatro ſoli, that is, for four on- 
ur- 
U. 


V or alone. How theſe ſort of compoſitions are to be perform · 
or- cd. See Sys1GTA, 5 | „ 
QUAVER, a meaſure of time equal to half the crot- 
chet or an eighth of the ſemi-breve. Ses CROTHGHRT and 
DEMI-BREVE.._ | | | | 


sds marked f or I it under the article Cn 4, - 


S a >! 


PACTER among the others. 


ihe Engliſh QUAVER is what the French call Crache, 
Coche, becauſe of the hook at bottom, which much reſem- 
des ſhepherd's crook, Sce Cor CH EY. 


The 
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running a diviſion with the voice. See SIG ING, 


a piece compoſed for five voices or inſtruments only, F. 


metically when the fourth is below, and harmonically wi wiel 
the fiſth is below; and 'tis theſe different diviſions that g. 


latter diviſion being in authentic modes, and the forme: h 
plagal. This interval in inſtruments whoſe ſounds arc e, 


Portions of 3 : 2, are not always given it, and the conta, 
happens to the fourth, which 1 is encreaſed, Sce is MPERA- 


major, or {ix ſemi-tones whereof four are major and two n 
nor, it becomes diſſonant, and is faid to be falſe or diminiſ:; 
in which caſe 'tis reſolved in harmony by the third, and « 


one minor, or of eight ſemi-tones, four of which are major 1! 
© four minor, tis called tetratonon, as containing four tone, 


melody in any manner. In harmony 'tis allowed when ref. 
ved by the ſixth or octave, and accompanied by the third, 5: 


53 if the diminiſhes, thus Þ 5. 


great beauties, and therefore may be uſed in any manner rin? 
or falling, but disjoint or conjoint degrees; it makes 2 peri 
cadence falling, and an attendant one riſing, (fee CADENCE 
and j is the dominant of every authentic mode. 


192 1 Q UL 
Ges Quader i is dvided into two ſemi· quavers, thus mar bel 


3 and into four On Reraeg dee dul 


QUAVER. 
QUAVERIN 'G, the 20 of triling or ſhaking, v 


QUIETO, Mamera Quieta. See MuTaTtioy 
QUIN QU E, five, as Quinque ſoli, only five pate , 


8 
QUINTA. sers Fir rn and Concons 
. The fifth is one of the perfect concords, i. c of fig 
as do not admit of majority or minority, and with th 
fourth make an octave, which is ſaid to be divided zit 


i, is 


ſion that diſtinction of modes into authentic and yl; wal; f th 
for many reaſons diminiſhed, i. e. it's true mathematical po 


MENT, 
It the fifth be compoſed of two tones and two femi-tons 


companied by the ixth *tis . in e deſcending b 
never riſing. _ . 
If it be compoſed of chien tones,” one ſemi-tone major and 


and becomes ſuperfluous and diſſonant, and is not permitts. 11 


All theſe fifths are in the thorough baſs marked by 5. fy 1 
any time the ſuperfluous be required, tis thus diſhinguiſhel$ 


In melody, when perfect, it is of great ſervice, and 


In harmony, the fifth compoſes what is called the bar mos. 


9 


cal triad, becauſe deen che thirds major: and minor. l 


0 + OE — 24K ä ͤ—— —  EEIEES — — — — 2 4 — 
N * K n W c OS ; - TAR OL S-- = x » 8 P 


„5 493 
aus that is moſt heard in the parts near the baſs, and hence it id 
ty the 1:al;ans ſaid to be Piu pieno, i. e. ſatisfies the ear more 


Q 
wy [ly than the Octave, which !s of a ſweeter nature, and does 
got ſteike the ſenſes fo powerfully as the fifth: but care muſt 
be taken that two juſt fifths never follow one another; for 
dhereby, fays Zarlin, there will be no variety of harmony or 
et proportion, Sc. but it may be followed by an octave, third 
r ixth, and even by a fifth either diminiſhed or ſuperfluous, 
| The fifth often reſolves the ſecond ſyncoped by the lower 
nf | cart, but that muſt rather be ſuperfluous or diminifhed than 
WC ut ; it alfa, refolves the fourth when ſyncoped by the lower 
| cart; as alſo the ſeventh when ſyncoped in the upper paft, and 
RD, ſometimes in the lower. „„ Eh | Gs 
ſuch | QUINTUPLE is a fpecies of multuple proportion 
chen the greater number contains the leſs juſt five times; ay 
ith 10 2, 20 4, J. Bee PROPORTION, 
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alteration, See PUNTo. 


To antTUAn, Archytas's Rattle ; Diogenes adds 2 occali 


 Mretine, to name the ſounds in the ſcale of muſic; ibo 5 1 
fras favs he only improv'd oy them, and that they) 


ancient 7 long names were dilated: 


Higher, or a fifth lower, by He they mean D la re, andthe 


DirzEUCG Me) 0 and SYSTEM. 


A 


 ADDOPIAMENTO, redoubling, as Punto a roi 


piamento, according to Zarlm, is the ſame 4 pon 


RADDOPIATO, doubled or ande 
RAGGION E, ratio, proportion, eſpecially among thei 
who write the theory of muſic and re of fo! und, 95 
PROPORTION. 
RATIONAL, what oiaperly belongs "7 ar! thmett; 
its proportion and rat's are ordinarily call'd ratten. 
RATIONE. See RAG CGCIONE. 
RA TUR among the antients, a muſical 1 ment & 
the Pulſatil: kind, calted by the Romans Creputac #1, 
Mvsic, | 
The Tinti nabulum, Crotalum, and Sy/trum, are by fon. 
eſteemed only fo many different kinds of Rattles, Ser Btu, 
CROTALUM, and SYSTRUM. 
The invention of the Rattle is aſcribed to the | famon ma 
thematician Archytas 3 whence tis called by ri; 17 a 


ox 


its invention, i. e. that Archytas having ch! dren cont! 
ved this inftrumer.c to prevent their tumbling b lis things abo 
the houſe ; ſo that how much ſoever other an 
changed their ule, the Rattle we are ſure as referee t 
own. 


RE, was with the reſt of the e lables invented by Cut 


uſed 9% the Feytions ;; 5 be t! iat AS it will, by thei — fyl les 


In the preſent Gamut there are two Res one oy Bn 
called G re fol, and the other by þ natural, called D a 


and as the firſt is but a tra nipolition of the laſt, a four 


8 


fore ſax only Re. The Lychanos Hypaton, and the 
Diez Hg PE, 7 hf th e Grecian ſcale correſpond WW 
of our's. See LYCHANOs HY PA TON Pan RAN 


REALE, à Duatro voce Reale, in four. 


parts, whether vocal or inſtrumental. See Parr 


REC HEAT, a leſion which the huntima n oh 
the horn, when the hounds have loft their game, | 
DACK from PUriuing 4 Counter Gs See Hos N. 
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KECirAR N. See RE CIT AT TVo. | 
K F EC) ITATIVO, often abridged Receto, Rec”, or R, 
; kind of ſinging that differs but little from the ordinary pro- 
| . nciation, ſuch as that wherein the ſeveral parts of the liturgy 
fo .ohearſed | in Churches or Cathedrals, or that wherein the 
| on commonly deliver themſelves on the theatre at the opera, 
tho! the former is rather a chant, See 8 IN GN and OPERA. 
l The [talians value themſelves on their performances of this 
bad, or Recitative way. Mr Brefard favs theſe words are 
den found in Traltan Cantatas, and are ſtill more common 
In their Opera's, which, to ſpeak plain, are no more than fo- 
| any ſucceſſive Cantatas, that have fome connection 2 E age” 
ben 1 ſubjeR, which runs through the wiole Opera  'tis ac- 
| wording to him, as has been ſaid, a manner of ſing ging, which 
borders upon declaming, as if one declamed in {finging, or 
ung in declaming, and of conſequence wherein more tega. ed 18 
| had to the expreſſion of the paſhon, than of exactly obſervine 
|: regular movement. Notwithſtanding this fort of com- 
| poſition is noted in true time, the performer is at Jhherty 
o alter the pars of meaſure and make ſome long others ſhort, 
FE 25 his ſabject requires; hence the thorough baſs to the Rocita- 
| tive is ordinarily placed below the other, to the end that he 
Ks is to accompany the voice, may rather ' obſerve and 
| follow the finger, than the perſon that beats the time. 
The French call whatever the Ialians diſtinguiſh by the 
Jieme of Salo or Soli, be it one, wo, three, four or more parts, | 
| bj the general title of Recir. 5 
RECITATIVOS are uſed to expref; ſome en, 
I pation, to relate ſome ſtory, or to reveal ſome deſign, &. 
| and are what in our Operas uſually tire the audience, by reaſon 
der do not underſtand the language, but the ſongs make them 
eme amends, See SON G. The word is deriv ex from Reci + 
1 10 4% or Recitare. | | 
RECITATIVE 9545 is a Way of . accom- 
1 wodated to that ſort of muſic. | © 
| RECITO, alſo ſignifies the adagios or grave parts in 
3 Motetos, Cantatas, Sc. See CanTir A.. | 
S RE CTs Ductus. See Duc rus or Usus. 
REDUCTION. See Bent TT ION RH. 
KREDIT TA. See Fuca and RE FL, 
REFRET. See RITORN EL Lo. 
EF ALGISTER, which we generally call a ſtop, is a 
nn of an Organ, being a thin P! 'CCEO 1 "od, perforated with 
. wmver of holes anſwerable to thoſe in a ound board, 
uch being drawn « one way ſto Ps them, nd the otter opens 
em again, for the admiſſion of the . nd i into the ti es; to 
2 | = +; BN 


* 


. 
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large Organs, there are ſeveral Regiſters as there are 
rows of pipes; as the full Organ, the Flute ſtop, T: 
Eccho ſtops, a play of Violins, Cc. See Org av 
REGULA, a Rule or Canon, whereby fornething i; 
be done, as Regula Harmonica, or Canin Harmmicy, C 
Canon, wh 
REGULA, a Rule. See Move and Moxocor: 
REGULAR, in Htalian Regolare., accordir, g to hk 
rule, to ſome intent, to follow ſome deſign, either to imitze 
or otherwiſe, to make regular Cadences, and ſuch like. 
Caprice, IMITATION, and Mops. 
REHEARS AT. an ella) or experiment of {ame com. 
poſ tion made in private, previous to the repreſentatior na 
performance in publick, to habituate the actors or performer, : 
and make them ready or perfect i in their parts; we ſay ther: ; 
a new tragedy in Rehearſal, or the Rehearſal of a new An. 
them, but for the latter we more ulially lay Proftic 12 
RELAT ION inharmonical is a muſica! term uſed n 
compoſitions, fignifying a harſh reflection of fat aan 
ſharp in a croſs form, as when ſome harſh and « difpleaſn 
diſcord is produced in comparing the notes of one ann ; 
_ thoſe of another; or, ſays Mr B roſſurd, that whole extr 
form a falle and unnatural interval incapable of ling fry, 
that is, with any great pleaſure. For as of Nullen * 
are juſt and others falſe, the juſt Relations are thoſe wil 
extremities form ſorne conlonant intervals, fo on the cont; 
ry the falfe form difſonant ones. dee Con CORD 2nd Dis 
SON BEE: 8 
hut it muſt not be 5 at hs Ant Relatu 
are unfit for muſic, for among them are found very exceller 
ones, eſpecially for moving the affections of the Wing, 4 
grief, pity, compaſſion, and other lott emotions, but ther 
there are allo among them ſuch as are almoſt intok- 
rable, which tis thought the ableſt maſters caunct 1100 
for Mr B. - fſard ſpeaks this line from an eminent writ, 
« Evite qu VERAYD, cu Nutst 7ĩ pourra 158 aal ; Rb 
« ton, 

REMISS 10, is . aft of the voice, 1 if « end ; 
om A high note or ſound to a low one, 25 the contran 
called intentio, See INTENTIO, 

REPAUSARE. See Pauſa. 

"REPEAT, a character, ſhewing that bat 
laſt play'd or lung muſt be * or r gone over again. Xs 
RRPETITIOS. 

The Repeat ferves inflead of writing the fame hig be 
over: there are two kinds of Repeat s "the great and! 


different 


umper 
at 


* 
„ 
— — 
1 - 
- 3 


strain, that fide 


E 
The firſt is 2 double bar dottod one each fide = 


* 


22464) 


„ . double bar dotted in the middle 6 or two pala. 1 


ges drawn perpendicularly across the ftaff with the dots 25 


00 ve, 
This ſhews that the preceding n is to be repeated ; that 


5 it be near the beginning of the piece all hitherto 


g or play'd is to be repeated; or a towards the end thereof, 
| from ſuch another mark, 
5's Gavots we uſually find Repeat, about a third part of the 
piece. la Minuets, Borees Courants, c. towards the end, 
1 the la train, See MIN UET, Gavor, Sc. 
dome make this a rule, that if thers be dots on each ſide 
if the bars, they direct to a repetition both of the preceding 
and following ſtrains; if there be dots only on one fide the 
alone is to be ſung or play'd over again. 
* ſmall Repeat is when ſome of the laſt meaſures of a 
ain are to be repeated. | 
This is denoted by a character ſet over the place where 
the Repeat begins, (See CHARACTE R) and continues to the 5 


end of the ſeries, 


When the ſong ends with a repetition of the firſt train or 


part, inſtead of a Repeat, they uſe the words Da Capo, or the 


ters D C. 1. e. at the beginning. 
REPERCUSSIO N, a frequent Repetitim of the Ame 
bands. See REPETITION, 
This frequently happens in the modulation, where the 
elential chords of each mode of the harmonical triad are to 
be truck oftener than the reſt ; and of theſe three chords the 


the two extreams, 7, e. the final and the dominant ones. 


hich are properly the oe ach ions of each mode) oftener 


than the middle one, 


REPETITION, a reiterating or playing over again 


ide ſame part of a compoſition, whether it be a whole ſtrain, 


part of a ſtrain or double ſtrain, c. 
The Repetition is denoted by a character called a Repeat, 


which is varied fo as to expreſs the various circumſtances of 
[i Repeat, See REPEAT. 


When the ſong ends with a Repetition of the firſt ie or 
part of it, the Repetition | is denoted by Da Caps or DC. that 


u, from the head. 


| RePITITION, reph, i is alſo ad in muſic, when after A 
the ſilence one part repeats Or runs over the ſame notes, the 
ancinteryals, the ſame motions, and in a word, the fame ſong, 
ach a firſt part had already g gone over  durir ng the ſilence of 
Uns 


. . 
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this, and is nearly the ſame with fugue. But fee Fun 
and IMITAT ION for the diſtinction. 8 


r 
* — 


or ſung over again. See Rr LI C. 


, 


REPEAT, REPLICA, and REPLICATO. 


by the ail incu! wy in the bodies of ſtringed mae I 


REPITIT IO, or reply, is alſo a doubling, thehy,. 
Cc. of an interval, or a reiteration of ſome corona..." 
diſſonance, as a fifteenth is a Repetition of the far | 
double oRave, or a ſecond octave, and ſo of others Se 
TAE and INTER VAL. 

REPETATUR, ſignifies let it be repeater, or it win 


be repeated, or that a part ofa ſong, ſy mphony , Of, . Dl 


* 


REPLICA, Reditia, or Riditta, a repetitn, that j 
ee, one part after a ſilence repeats or runs over the lane 
1otes and intervals, and in fact the fame ſong, which | ſome pur 
had gone over before it, during that ſilence. | 
This word is often uſed for Repetatur, VE. 
peated ; but to take off that harthneſs of ſpeech, | 
retlica ft piace i Ritornells, il Choro, &c. i. e. 1 if 0 
plac the Ritornel, or the chorus, o& c. 


5 - 
« & . 
4 - 
14 * 
0 * ve L ö 95 


plicats, Ottava e Sce F L a Rk Pl 
TIT ION. 
REPRESSA, a character where the repeat begins, d. 

its form under CHARACTER. | 

RES E ARCH, or Ricercata, a kind of diele or vl. 
luntary play'd on an Organ, Harpſichord, I licorbo, 5 
wherein the compoſer ſeems to look out or ſearch for ſtr 
and touches of harmony, which he is to uſe in the ic 
piece to be play q after! wards, dee PREL UDE, OVERT! 


"Tis uſually done off-hand, and conſequent! "requires; 
maſter's 8 skill. 8 

When in Matetos the com tis takes the liberty to ul. an 
thing that comes into his head, without applying aity wot. 
to it, or ſubjecting himſelf to expreſs the ſen ſe oi paſ 
thereof, the ltal: ans call it Fantaſia Ricercata, the Fran 
Recherche and our muſicians Reſearch, 3 
Reſearch is alio ſometimes uſed as Repeat, Replica, 7508 


KESOLUTION, is when a canon or. perpc'ia 
Fugue is not wrote on a line, or in one part; bu! i al the vol 
that are to follow the guide or firſt voice are wilt ieparals 
either in ſcore, that is in ſeparate lines, or in Io kate pal 

with the pauſes each is to obſer ve, and in the pioper don 
each, 
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ments, 2s lutes, Sc. or even in the bodies of wind inſtruments, 
u Flutes, Ge. See SOUND and Must: 

| We fay alſo eliptic and parabolic vault will reſound 
trangly, that is, will reflect or return a found. 

The mouth and the parts thereof, as the palate, tongue 
«th, noſe, and lips, Monf. Doadart obſerves, contribute 
othing to the tone of the voice, but their effect js very 
creat ast to the reſonance, 

Ot this we have a very ſenſible inſtance in that vule AI in- 
ment called a Fews Harp, or Tromp de Bearn; for if you 
Bald it in vous hand, and ſtrike the tongue or ſpring thereof, 
ch is the method practiſed to found this inttrument, it 
ve b ſcarce any noiſe, but holding the body of it between 
b teeth, and ſtriking it as before, it males a muſical buz, 
pi i Hh is heard a good diſtance, and eſpecially the lower notes. 
alſo in the Haut- boys the tone of the reed is always the 
lane, „ Wing 2 fort of drone, the chief variety is in the tone 
{ the reſonatice produced «in the mouth by the greater or 
6 aperture, and the divers motions of the lips. See HavT- 
1 OM Þ OY. | | 
RESP ONSAY dx. in the Such muſic, is an 
ith:m of any kind, in which the chorifters and the pe cople 
ing by ng See SON G and PSALM, _ 
REST, a pauſe or interval of time, during which there 
an ee Or ot the voice or ſound, See PAUSE, and 
TIME. 

A. are ſometimes uſed in <mclody. : that is, in e k of 2a 
we part, to expreſs ſome ſimple paſſion, or even for varie- 
ke; but more uſually in harmony, or compoſitions of 
reral parts, for the ſake of the pleaſure of hearing one part 
. whit another reſts, and this mterc hangeab ly. Sec 
top and HARMONY. To 


Kang 


nes! 


ul. Reſts are either for a whole bar; or more t] lan a bar, or 
I W t for part of a bar. | | . 

i When the Reft is for a part, it is exvreſs'd by certain ſigns 
e V. rretpt 'nding to the quantity of certain notes of time, as 4 
| nim, Crotchet. Se., and ee it 3s called 2 Miata | 
20 Cre tchet A 5 De. N 8 

Tie characters or ſigures thereof, ſee under the article 
per WARACTER 3 where the note and. correlponaing Reft are 
he ind together. See Ga Nor k. | 
Ps [When any of theſe characters occur on either line or ſpace; 
ate © ba rt 15 A) Ways lent $a the time of 2 minim OT Crot cher, 


, Sometimes a Reft is for a crotchet and quay er together, 
br otter : CEL ; of wat foi 2 there are no Date 
| | mul 


Kay . 
r 


2 X. 
22 
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— — 
* 


rr 


multiplied ; but fuch filence is expreſſed by W tots 


the Reſts of three crotchets iti triple time; in that ne 


ver Ref? in common time, is equal to three ſemi-quavers 


ters is now entirely Jaid aſide. 


ment, as to the quickneſs or ſlowneſs, length or flortnel d 
the notes. See No E and Ry THMICA, | 


- dence on the ear may be agreea able. 


ſtyle. See STYLE.” 


«9. 


which the parts of the motion have to each other. SccRuyry 


1 


as many Refts of different time, as make up the definns! 
When the Ref is for the whole bar, the ſemi- brere 1 7 
always uſed. | 
Tf the Rejt be for two meaſures, tis marked h. 115 
drawn acroſs a whole ſpace, For three meaſures, ti lend 
acroſs a ſpace and a half; #nd for four menſurcs, ac, f, 
ſpaces, But to prevent ambiguity, the number of ba 
uſually writ over the hn! | — 
Some of the moſt Aten writers of muſic, mate 
Neis of different value in different ſpecics ot time, 


The character of a minim Re? in common t. me, ep 


1 
*'S 


f 
Us 


12 12 


triples 3 & ß i, it always marks the half nieaſue, 
ever different theſe may be among themſelves. 

They add, that the . of a crotchet in common tin 
is 2 Reſt of three quavers in the triple 5; and that the oy 


OW! * 


*he triple a 3%, But this variety in the aſe of the {ame char 


"RET TO, as Mato Retts. Ses Moro. 
Conducimento RET TO. See Usus. 

REVER TENS Dudtus. See Uss 8. 

RHYTHM or RyrRHMus, the variety in the mo 


Or Rhythmus may be defined more generally, the propon 


MICA, 

Ariftides, among the antient muſic? ans, applics the no 
Rhythmus three ways, viz. either to e 505 ls waa 
their parts are rightly proportioned to each other, 25 al 

made ſtatue, cc, or to things that move regular 5 6 
handſome walking, in dancing, in the dumb ſhews 0 arid 
mimes, Cc. or thirdly, to the motion of jou, or voc 
in which the Rhythmus conſiſts of long and ſhort ſy!l: 
notes joined together in ſome kind of order, . ; their 


To which he adds, that it is perceived by three ſens 
by the ſight, as in dancing; by the touch, as in be vent 
a pulſe; ; es laſt, by hearing, as in ſing ng. | 

This in oratory, Corftitutes what we cal} a numerous 
and when the tones of voice are well choſen, an harms! 


In effect, Rhythmus in general is perceived e either by the 
car; and ma ay either be with os Without metre : but at th i 


n 
. „ 
— 1 
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yt hems of muſic is only pe erceived by the ear, and cannot 
wilt without it. The rſt conſiſts without ſound, as 
A dancing 3 in which caſe it may be either with or without 
ary difference of acute and grave, as in a drum, or with 
variety of theſe, as in a ſong. 
The Rhythmus of the antients was very different, as Mr 
Malcolm © let ves, from that of the moderns: the former only 
b:1cnded altogether on the poetry, and was only that of the long, 
ind ſhort ſyllables of the words and verſes, and had no other 
forms or varieties than what the metrical art ' afforded, The 
changes therein, are none but thoſe made from one kind of 
metrum to another, as from iambic to choraic. 
jn the modern muſic, the conſtitution of the Rhythmus 
(gets from that of the verſe fo far, that in ſetting muſic to 
Wwords, the thing Woo regarded is to accommodate the long 
td ſhort notes to the ſyllables, in ſuch a manner, as that the 
words be well ſeparated, and the accented ſyllables of each 
word ſo conſpicuous, that what is ſung may be diſtinctly un- 
der ſtood. See ME LoD v. 
us in his book de Pormatum cantu & viribus Ri ibm, 
eitolls the antient Rhythmus, tho he owns it was confined to 
metrical feet; yet ſo well did they cultivate their language, 
Fhecially in what relates to the Rhythenus, that the whole cttect 
their muſic was aſcribed to it. See Music. 
. u, attributes the whole force of the antient 8 to 
their happy Rhythmus. But this is ſomewhat inconceivable, 
i Malcolm rather takes it, that the words and ſenſe of what 
as ſung, had the chief effect; hence it is, that in all the 
| 72 muſic, the greateſt care was taken that not a ſyllable 
f the word ſhould be loft, leaſt the muſic ſhould be ſpoiled. 
Pancirolus ſeems of this opinion; and the reaſon he gives 
my the modern muſic is leſs perfect than the antient, is, 
bet we hear founds without words. 
ous adds, chat the modern languages and verſes are ato- 
etder unfit for muſic; and that we ſhall never have any tight 
deal muſio, till our poets learn to make verſes capable to be 
ing; i. e. till we new model our language, reftore the 
ent quantities and metrical feet, and baniſh our barbarous 
mes. Our verſes, ſays he, run as it were, all in one foot, 
o that we have not any real Rhythmus at all in our poetry: 
adds, that we mind nothing farther than to have tuck a 
under of ſyllables in 2 verſe, of whatſocver nature, and 
hatfoever order. But this ane ation in ſome . 7 
1 uſt, See Vr RSE. | _ 
1 ur THMICA, Rhythm ice, In the antier. . uſie, , 
ES anch which regulated the rhythmus. Sce R HYTi uU 
9d | | The 
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faculties, as they are called, which perſcribes rules fot mori 


| Hints - which can ſcarce be called rules: 


other See RRYTRHM. 


very good reaſon, becauſe it is only ſupported by u ncerts 


fame note 


and SYSTEM. 


horizontal lines, whenobs; | and between W obs He ne 
characters 


The Rhythmica conſidered the motions, r regulated the 
ſure, order, mixture, Sc. ſo as to excite the paſſions 1 
them up, augment, diminiſh, or allay them. 

Ariſtides, and other antient muſical writers, divided an 9.21 
muſic into harmonica, rhythmica, and metrica. See Mu 

But the Rhythmica with them likewiſe comprehend; 4 in 
motions, TO in effect all rhythmical, i. e. regular motion. 

Porphyri ins divides muſic into harmonica, htm. 

Pl eanica, peitica, and ſpacritica. 

The antients ſeem to have had no Rhythm in their muſe), 
ſide the long and ſhort ſyllables of their verſes and wa 
which were lung, and always made a part of their 1 ſc; 
that the Rhythmita with them, was only the application 
the metrical feet, and the various Kinds of verſes uſed ly 4, 
Sce RRYTHM. : 


RHY THMOPOEIA, 


one of the antient Tl 
or rhythm, 

The antient Rhythmopobia | 18 very defect ve. We fing na. 
thing of it in the books of the antients, but ſom me genen 


there appears nothing but what belongs to werds ande 


their ſongs, Which is a very ſtrong preſumption they had a 


This is the opinion of ſome, but others diſſent {ron it with 


for tho? we find no more than what they call gener lin 
in the works of the ancients which have come to us; y: 
theſe we find mention made of ſeveral other trea ſes, 15 
perhaps would have ſet us right, had they come t our hat 
and this ſuppoſition is not abſurd, becauſe b. thek 
are, as it were, referred thereto for farther. fatisfad | 
that this opinion has at leaſt a ſmall ſhew of certaint Wh 
defence. | . „ | 
RIBATTUTA, a repeating or ſounding again t 
this is no more than ſhaking won it, or mati 
many inflections of the voice upon any particulai found 
 RICERCA T A, a kind of extempore prelude or on 
ture, the fame as 428 untary. See RESEARCH V, Kit 
TARY, PRELUDE, and OvERTURE. 
REID FIT A. See REPLICA: 
RIFORMATO S tema. 


See T's MO CRAM 


RIGA LIN E, this is the name the Va give td 


of muſic are tſpoſed, 
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1 (-izinally there were as many lines drawn for a ſong, as it 
| required notes aſcending and deſcending, for then they placed 

Rs 498 tes only upon the lines, but at length they placed them 

10 rhe ſpace: and reduced the number to four; ſo that there 


6 ele nine places or degrees for nine different ſounds, which 
was their extent: at "laſt they raited the nu; mber to five, of 


OE which the loweſt is reckoned firſt; and hereon they placed 
a Ide characters for eleven different ſounds, including the (| paces 
ie, de. dove the fifth and below the firſt; and at the ji me time they 
10 10 the liberty at pleaſure to add more lines if the ſong ran to 
fic ; f [eater compaſs ; and theſe added lines are by us called 
0 lines, See LEDGER. 
0 916 ADOON, a kind of dance, borrowed originally 


from Provence, performed in figure by a man and woman, it 
b ey, pleaſant, Sc. The word is formed of the Freuch 


Rizaden, _ [1 fignifies the ſame thing. 


RIG OLS, a kind of muſical inſtrume nt onfiſting of ſe- 
End ty Feral ſticks bound together, only ſeparated by beads, Tr makes : 
gener tolerable harmony, being well Muck with a ball at th a end 
licat of 2 ſtick. | 
Ve RIPIANO orRr1pieg'no, tes full, and is 'uſed in 


Piece” of mulic in parts, to diſtinguiſh thoſe parts that pl: ay. 
(ow and then to fill up, from thoſe that play thi roughout the 


Nit ieee. 

<ert: Chere are, „gays Mr Brofjard, Ek of Nipienes, one 
eral! Fbereof plays the part of the little chorus exactly, and by 
555 bnſequence the harmony or number of parts is not by them 


1 


nc realed ; in thi 8 part they 6 ace p 15 aulſcs in the plac 8 of recitos, 
pid only write what | 18 to be played by | the whole company, 


| 


1.44 capella, and mark them with the words tlti, nes, 


19 P r\” Al 
l 44644 n 


I” 
the. S | 


Aion; his fort of Ripezno is found in almoſt all compoſition, 
nty for well ancient as modern. . 
| The other fort is much better, becauſe they play a dif- 

a ga Hall 2 Or 4 part proper to themſel! es, and thereby add 
mati the number of parts and make the harmony the fuller, 
und, s in 85 where in ſtrictneſs two 8 and baſs, and 
ie or rough bats are ſufficient, becauſe theſe parts are difpoſe L in 
V. manner, as their harmony is compleat when Play red all 
Reiner 3 ye! in order to render the plece more perfect, and 

ei more grandeur, a Haut-cc ntre, bene „ and often two 

 RAMED a Te 2 Ide d. whole parts are cotire!y HET t from the 
| nd the harmony then has ſeven part 5 inſtead of three, 

2 T 5 con quently more N and ful „lien 25 tlie 
tie. Eb are to perform together; and the parts thus added, are 
at ought proper! #0 "bi 0 _ ry en: they are now come 


tran 


P 
* 
4 , ; | 
bal wie, C4 CC ally in Halwm comrofitiont. 


DO 2 RAP:OSF:A 


= tho' different, 


. 


RIPOSTA. See RI DIT TA, REPEAT, 255 
Fan, 7 
1 See REPEAT. 


RIS ENT IT O, riet, lively, or expres ve. 

R ISOLUTO, reſolucd : 
cord is reſolved. See STORE. 
And thus we fay from the Italian, la Far riſaluta, cn 


414 


la e ſta, con la guinta, con la terza,---the ſeventh is reſolved by 


the fixth, fifth, or third; and diffoanze ben reſolute, — 4 din 

reſelved naturally or according to goed rules, c. Saks 
RISOT VTO Canone. See CANON E IN Party, 
RISOLUTIONE. See RESOLUTION. 
RISVIGLIATO, this word. is to ſignify, that 

alter having played or ny: a doleful 4 2 la 

gay and lively air is to follow. It fignifies in the French 2. 

awaken or enliven, from the Italian Riſoiglie. 


The beauty of this kind of mulic, depends Ercatly Upon | 


the compoſer” 5 having a due regard to the lulject and words of 
the niece, | 

RITORNANT FE. Conduciments. See Us vs, 

RITORNELLOorReyegar, the burden of 2 ſors, 
or the repetition of the firſt verſes of a ſong at the end af 
Ranza or copuler, See REPETITION. | 

The word is Italian, and ſignifies properly, 2 > little retu tt 
or ſhort repetition, ſuch as that of an eccho, of of the | F 
words of a long ; eſpecially if the repetition is made a 
voice by one or more inſtruments. 


But c has extended the uſe of the word to all ſy m. 


phonics played before the voices begin; and which ferr; by 
way of prelude and introduction to what follows. 

In the partitions of the ſcore of the Italian muſic, we ſte 
quently find the Riternelles ſignified by the words / frm, 90 


new that the Organ, Spinet or Harplichord, or the | ike, arc 


to repeat ſome few bars of what the voice has been üngin, 


RIVOG LIOMEN TO, changing, is the pſa ing 31 
treble or other upper part in the place of the baſs, o 
low part, or vice verſa, This often happens in booths coun- 


_ terpoint, where the treble ſerves for the baſs, or th: tak ff 
the treble; and that in ſuch a manner, that the harmony, 


in the natural order of the pry. 


RIVO . T ARE, g change, whence e 


| *h; ng 


as canto revoltato—the treble changed; baſſo riveliats t 77 
changed; la ſeſta rivoltato diviene bettina — ah fixth reve o 


in doubly counterpoints, becomes a ſeventh. This is otherw's 
: expreſſed by al or per reverſcio. Rr VOGLIOM3 1190 0. 
f R V. O. Bos 


thus we lay a ſyncoped q. 


menting x gran, a 


remains as correct after this charge, 25 it was 


REIN 
RO, 
end wit! 
bands, . 
mve th 
them, 
RO: 
they rull 
RO 


5 or fat 


ala, f 


RO) 
turned. 


RO! 


in ant 


R OL 
Rov 


| where th 
thereof, 


ROU 7 5 


zxIVOLT ATO. See RTVoLlT ARE. 


ROND E AU, a name applied to all ſongs or tunes that 


end with the frſt ſtrain, be they gavots, ſiggs, minuets, ſara- 
dans, or any other kind of airs; and for that reaſon they 
dave the letters DC, or the words Da Capo at the end of 
hem +0 thew that the firſt part muſt be begun again to end. 

ROSTRUM, is the name of an inſtrument wherewich 
they rule paper for muſica] compoſitions. 


ROTUND O, round, thus the Itallans name our B mol 
8 or flat and our B natural H. they call B quadro, GE 7 4. 


ale, from their figures, See B QUapRo and More. 

| ROVERSCLO, ator per Roverſcio, rever ſed, changed, 

wind, See RIVOGLIOMEN TO and RIvorTARE. 
ROUL ADE, a trilling or quavering, SeeQuaytg. 
yo and TAELLOD „ | 

| ROUND, the fame with rerundo. See Rob, Do. 

RounD or Rowundley, a kind of burden or ritornello, 


where the beginning of each copulet is repeated at the end 


thereof, See RITORN EK LTO. 
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S Stands for Solo, and is uſed in pieces of muſic 
parts, to intimate, that in ſuch places the vos 
ment is to perform ſo/o or alone. 

SACBUT, a mufical inſtrument of the wind ki-4, | 
ing a fort of I rumpet, though different. from the +» 
one, both in form and ſize; *tis very fit to play 2 ba! 
fo contrived as to be drawn out or ſhortned ac 50 ne 
gravity and acuteneſs of the tone required. | 

The Italian, call it Trombone, and the Latins, Tun lu. 

It takes z under in four pieces or branches, and 
quently a wricath in the middle, which is the * 
twice twiſt <d, 
ſtrument, .. 
than 


= . 


W- | 
* and 


Has Fre. 
* TURK Oniy 
or making two circles in the middle ofen 
Mie h means it is brought down apy MFth lowe, 
it's natural tone: It has alſo two pieces or branches 41 
the inſide, which do not: appear unleſs drawn out by mean: q 
An sron bar, and whic an Iengthens it to the Fo 
tone deſired. | 
The Sachut 15 ulli echt feet long, without teclon.n! 
"the circles, and w ithout being drawn out; when it 
ed to it's full length tis uſually fifteen fee: ; 
foot nine inches in circumference, It ſerves as A bab | 
certs of wind mufic, 5 
Tberc are Sa, 785 of di ſizes, to execute di 
parts; particularly a ſmall one called by the 7:al;cn 
Lone picciglo, and the Germans, Cleine alt poſjoune, 
4 counter-tenor. The part affign is uſually called 
Joie primo, or 19. The re is ano e larger called 
maggiore, whi ich may ſerve as a tenor; it's 
led 770 ! ze fecundo, or II“, or 2do. There 
bigger, called graſſe; it's part is called Trombone ter- 
or Laſtly there is another which excceds all 
50 Which is much heard in the muſic, eſpecially t 
it's part is called Trombone guarto or INI? or IV*. 4' 
ply Trombone, It has the uſual key of Fa ut fa 07 Un 
line, though fr: -quently alſo on the fifth line from u tp) 
reaſon of the gravity and depth of it's found. | 
SAL MO, 2 P/alm, a part of the divine offce 
originally in H. er eaw by the Prophet David, and 5 J 
Hebrews according to their manner With the 
of inſtruments. Se Ps A LM, 


to hit tlie 


th iE Wer 1 8 5 


Fer. r 1 


41 „ 


eq it 


2 4 , , 1 4 | 
* Dar if 15 il ! C4 "4 \ % 


* , 
* 
* | 


de. 


ac 


ITN 


11140 
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linging 
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Zarlin ſays, it was Pope Les III. that introd: _ their uſe 
into. the church, and that |: regulated the manner wherein 
hoy were to be ſung, which is in general called pſalmody. See 
balnon 1 

But let that be as it will, the palme have been very often fot 
to muſic, and among the various compoſitions the reol, we find 
many very exc Vent pieces under the names of Sanz ve. Vereint, 

Amt for thi bo be Salini . pfaims for ſunday 
ves Une, E | | | 

8 AL MODIA;, is the art, knowledge or practice of 
fnzing plalms, hymns and ſpiritual longs. See DALMO and 
at M. | 

SALTAREEL A, a ſort of motion "that ſceras to 20 


HE leaping jumping manner; the air he rebf 18 generally in 


triple time, and the firſt note of each bar pointed. 
When three crotchets are made to one minim in the triple 
, and three quavers to one crotchet in that of , the motion 
to be made in Saltarella, eſpecially if the firſt note of t We 
e poi! nted. DN | 
he Lyrlanas of Venice, Sicilians, Eugliſb jiggs, and other 
rs which move in this manner, are > likey Wile fa 


faltarella. 


is 


＋. 
id to move. ia 


SALT O, cop, is hen the ſors does not proceed h con- 
| joint degrees, as when between each note there is an interval 
| of 2 third, fourth, fifth, Oe. See DEGREE and Co NOR. 


!t repolare and 10 are. 


he Q 1111 rezolare are thoſe of a third major or mi inOr, Whe- 


a 


| ther natural er accid ental, fourth, fifth, ſixth minor and 
ve, and theſe either aſcending or deſc ending. | 
"alti rregolare are the tritone, Hxth major, - ſeventh ma- 
„ che ninth, tenth, and in general all beyond 5 COmpa 
an octave, unleſs it by for inſtruments. | 
Belt les theſe there are ſome that may be u ed, but 8 
1 as LOG tourth diminiſhed. the Afth falſe or de ſective, 
| 4d hat ſeventh, but moſtly deſcending, very ſeldom riſing. 
I In eltett, ” the difference between the regular and irre- 


Har! Ap is, that thoſe which are cafily performed oy the 
i 


ve, without any great ſtruggle or effort t, ate regular, as 


U marks ©. are irregular 3 N. 888 laſt hould be very ſeldom 
ana iong, unleſs there be between then: a ſilence long enough 


weaxen the idea of the firſt ſound before the fecon: de e heard. 


"ATI 

SALVE Regi: 1a, a kind of anthem. Sce looo. 
SAAD TY 2 5 | | 

95 805 Ly WAL Us, an ancient mulical inſttument of the 


Lat 


Lü e to be obſerved that there are two kinds of Salti or 


dene kind, leſembling a fort of Flute; probably thus ©: led 


— — : . 
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becauſe made of elder, which the Latint call Sambucy: « 


Fon ho { 
FruTE and FLAGEOLET. 5 d 
8 AMP O GNA. See ZAM roc NA. the des 
SARABAND, a muſical compoſition alw:ys in tin, 3 that 
m_ and is in reality no more than a minuet ; the my, natura! 
which are flow and ferious. | des u 
"Tis alfo a dance to the ſame meaſure, which uſua!y + bereit 
minates when the hand that beats riſes, whereby it i; (| 7 oreate: 
guiſned from a courant, which ends when the hand that be 
the time falls, and is otherwiſe much the lame a8 à m} lle next ; 
See MiNUET. third, 
The Saraband is ſaid to be originally derived from th 
Sarazens, as well as the Chacone, See CHAcOHE 
It had its name according to ſome authors from 2 C4; e) 


dian called Sarabandi, who firſt danced it in France, 
Others derive it from the Spaniſh Sara a Ball "tis u 

danced to the ſound of the Guittarre, or C aftenetiss, 
SCALE, a ſeries of ſounds riſing or falling town; 

acuteneſs or gravity, from any given pitch of tune. 


the greateſt diſtance that is practicable, thto' ſuch intern.) 2 
ate degrees as make the ſucceſſion moſt agreeable and per 2 
and in which we have all the harmonical eee Ney 
modiouſly divided. This ſcale is otherwiſe called an un . 
ſal ſyſtem, as including all the particular ſyſtems belonging, 0 Gait 
mulic, SCE SYSTEM. 
The N 8 and Conftitutie of the Scale, : 
Every concord or harmonical interval is refolvabl " | er 
certain numbers of degrees or parts. The octave, for inf b 00 
into three greater tones, two leſs tones, and two ſeri! -tone would } 
the greater ſixth into two greater tones, one leſs : 102 100 Ls Babu 
mil tones. The leſſer fixth into two greater tones, ont + 7g 
and two ſemi-tones; the fifth into two greater tones, one "Ag 
tone, and one ſemi - tone; the fourth into one greater tn erco 
le, and one ſemi-tone; the greater third into one y/2ate! tor Ai 
and one lefs ; the Iefler third into one greater tone, and a me. an ne 
jor ſemi- tone. Tis true there are varieties of otlic: inter TY 
or degrees beſides great tones, leſs tones, and femi-t9520s, "9 theſe 
which concords may he divided: But theſe three arc bree 100 
to all the reſt; and theſe alone are in uſe, for the reaſon et. ie r 
of fee ToN E. c cord 
Further, it is not any order or prog elf on of theſe then f 
grees, that will produce melody; a number for ine cl ing 
greater tones will make no amkic, becauſe n) number ames 
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hom is equal to any concord ; and the frame is true of the 
"her degrees: Therefore there is a neeeſſity of mixing 
the degrees to make muſic, and the mixture muſt be ſuch 
that no two of the ſame kind be ever next each other. A 
batural and agreeable order of thoſe degrees Mr Afuicolm 
dees us in the following divition of the interval of an octave, 
whercin (as all the lefler concords are contained in the 
ertater the divitions of all the ſimple concords are contained, 
Undet the ſeries are the degrees between each term, and the 
next; in me firſt ſeries the progreſſion is by the greater 
third, and in the latter by the le ON | 


„ 1 1 /// ms t 
F 5 35 . 
great leſs femi great leſs great ſemi 
2 one” 2 . — , - LE a 
Tone, Tone, Tone, ine, Tone, Tone, Tone, 


þ - 
75 7 
Ty. Y % ; 
Key > 8 5 LE * i 
Fl * 
1 7 = : 1 — . we. —— -— 1 —— - ——— x 
Fundam. JJ ew rn IT, CP 
* 2 | 59 by i . 5 3 '% © . 1 - 
great ſemi. ifs great Io great jemi 
755 7 7 87 . e EY 
£55 > ; ** , 7 . 45 5 vo 3 _ 
Fe, tone, lone, Lone, one, Tone, - Tone, 


% y © - 3 

Now the ſyſtem of the octave containing all the original 
1 wad oha 
Gncords, and the compound concords, 105 ing only the fam vt 
6 Oc Rave ä f 


/e and ſome leſs concord; *tis evi # Ia that if we 
would have the ſeries of doo Trees con a d be vond an Octave 


\ - | * 
leu ate to he continued in the { me © rder through a ſecond 
Octave, as through the firſt; and ſo on toa third and fourth 
oe y 1 1 : 
cave, Sc. and ſuch a fe; lis © what we call.a ſcale of muſic 
} Fog 
hereot © 


chere are two difteren t 8 according as the leſs = 
RO 8 


| urd, or lefs or greater ſixth are taken in; for both 
n never (tand together 1 in relation to the fame key or | 

MCI, o as to make an h. T mo! nical ſcale. But vi by ther 
ways we aſcend from a fundamental or viven wund 


vV Ak 47/34 
up octave, the ſucceſſion will he melodious, 
uke two ee ſpecies of melody. Ind 


Cie lody. Indeed every note 15 
cord with regard to the next, but each of them is concord 


110 the fundamental, S the { PCONgd a1 4 ſey yory 


4+ »k . 3 1} CON - 


RS Eh 
SY LIVE 


© 2 
r! ele 
134 


though N 


©1941 


ung the ſeries, there wy, two w ays Of compound 8 the 
bames of the fimple intervals with the o&tay WS 2:Stel6Ct 
7 eller one O ſcmi- LUBE above a 1 octave - thy Q <Ctavcs, = & * 


on G7 L 


great 2d. gr. 3d. 4th. 5th. tb. 5th. th. 


great 2d. leſs zd. ub, th 6th, tb. Zt. 
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or to call them by the number of degrees from the fundagte 
tal, as ninth, tenth, Cc. In the two ſcales above, tho 
terms of the ſcale are expreſs'd by the proportion 

of a line repreſented by 1, the key or fundame! gh 
ries; if they would have the t terms Expreſs'd in wh A 
bers, they will ſtand as follow, | in each whereo! 78 Brezte 
number expreſſes the longeſt chord, and oy 6th d runde 
the reſt in order, ſo that F any number of chord: 
proportions of length, they will expreſs the 8 ue d grees and 
intervals of the ſcale of muſic, as contained in an octave ch 
cinnouſly divided in the two different ſpecies above mentioned 
546. 430: 472: : 405 :- 260 : 924-2255: 
great l:iſs ſemi great leſs great % 
Tone, Tine, Tone, Tone Tone, Tone, Ton, 


— — — U ou * 6 ' N : N WS. * — — . — 0 


ers 192 180 : 162: 144 135 120 108. 


great ſemi leſs great ſemi great l, _ ceo; 
Tone, Tone, Tone, T; one, Tone, Tone, Tone. and y. 


cords, 
This ſcale the ancients called the Diatanic ſcale, becau' much 
proceeding by tones and ſemitones. See Diartc Nic, above 
The moderns call it limply the ſcale, as being the only + em 
now in uſe; and tometimes the nat: aral fcale, becaui; it, | 
Trees and orders are agrecable and concinnous, T hoſe 
are the chromatic, and the enharmonic ſcalcs, which 
the diatonic made the three icales or - genera. of miclod 
the antients, See ENHSARMONIC, CHROMATIC, 
DrATONIC. 8 . 5 


The office at 1 e of the / zal 72 nit ic. 
* 


Phe defign of the ſcale of mu lic, is to ſhev h 7% 
may riſe and fall leis than any ee interval, 

by move from one extream of any interval to 

in the moſt agreeable ſucceſſion of ſounds. Tie fcalc the 
fore is a ſyſtem, exhibiting the true principle of n 
hich are either harmonical intery als, © conimonly alle 
cords ; or inconcinnous intervals ; the firſt are ei 


pes, che others are ſubſervient to them, to maxc 
variety. See CoNCokp and INTERVAL. 


Accordingly in the ſcale we have all the concord 
heir concinnous de: rrees, 0 placed, as to mak. 
perfect ſucceſſion of . from any funda Þ 1eni2t 
-Which 15 ſuppe ed to be cprcic ned by 1. | 


WES SOL D r 
eren 
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'Tis not to be ſuppoſed, that the voice is never to move 
up and down, by any other more immediate diſtances than 
ole of the concinnous degrees; for though that be the moſt 

gal movement, yet to move by harmonical diftances as 

Gods: at once is not excluded, but even avout neceſ- 
rv. l effect the degrees were only invented for variety's 
ale, and that we might not always move up aud down by 
harmonic cab intervals though thoſe are the moſt perfect; the 
other deriving all their agrecableneſs from their lubterviency 
to them, See Dear an; 

And that t bukdes the harmonical and concinnous inter vals. 
which are the immediate principles of muſic, and are directly 
plied in practice, there are other diſcord relations which 
aten unavoidably in muſic. in a kind of accidental and in- 


direct manner. For in the ſucceſſion of the ſeveral notes of 


the ſcale, there are to be conſidered not only the relations 
of thole that ſucceed others immediately; but alſu thoſe be- 
twixt witch other notes intervene, Ne ow the immediate ſuc- 
ceſfon may be ſo conducted, as to produce good melody; 
and yet among the diſtant notes there may be very groſs dif- 
cords, that would not be allowed in immediate ſucceſſion, 


much le in conſonance. Thus in | the firſt ſeries or ſcale 


dove deliver'd, though the prog tell. on be mclodious, as the 
terms refer to one common fundamental, yet are there ſeveral 


cords among the mutual relations of the terms, e. A. from 


fourth to ſeventh is 32: 45.3 and from ſecond greater to fixth 
27: 40; and from the ſecond to the fourth is 35 323 
which are all diſcords; and the fame wall happen in the ſe- 
cond ſeries, See Disco. | 


From what we have obſerved here, and under the article 


EY, it appears that the ſame e ſcale ſupp ofes no Gr: terminate 
ich " tune; but that being 2 joned to any key, it ma rks 


* the 
4% TY 


tes can be joined to any 5 „and thereby teaches the juſt 
ud natural limitations of melo dy; z and wl en the ſong is arrived 
thro ah teveral keys, vet it is ftill the ſame natural ſcale, on- 
1 app. ed t 0 liferent fi dat >ntais, If 4 ſerics of ound; 
be fixed to the relation of the (Cale, * t WII be ſound exceed. 
nz de ſecti ve; but the imperfection is not any defect in the 
2, but follows accidentally from its being confined to this 
Wi 0, Which is * © the natur 2 and offcc of the ſcalo 
af muſic, 
This is the caſe in muſical inflruments 8 bave their 
. unds fixed, and in this Con! iſts their Aregt de ey inen For 
foppoſe a ſeries of found „as thoſe of an o. gan or har} piche rd, 
| "_ in the order + this ſcale, and the loweſt take. at any 


tune of all the reſt with relatioh to it, ſhews what 


Ee 2 pitch 
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pitch of tune, *tis evident, firſt, that we can proceed from 
any note only by one particular order of degrees, fine f 
every note in the ſcale to its octave is contained a ditt. 'rent 6 


der of tones and ſemi-tones. Hence, ſecondly, v + cannoch, 


any intervals required from any note upwards or downs: 1,. 
fince he intervals from every note to every . i 
Be 2nd hence thirdly, a ſong may be fo const 
that et at a particular note of the ipſtrument. 41] 4. 
intervals or other notes {hall be exactly found on tie ing-.. 
ment, or in the fixed ſeries; yet were the ſong, though pe 
feftly, diatonic began in any other note, it would n+ ange 
In effect, tis demonſtrable, there can be no ſuch hing, 


A y 
188 is 
oy dd 


N 


perfect Dale fixed on any inſtruments, 1. e. no 0 fuck fk 
28 from any note upwards Or downwards, ſhall contain 


harmonical or concinnous intervals required, The on! 
medy tor this defect of i nftruments whoſe ſounds arc tis dm 
be by interting other ſounds and degrees between thau{ ſe of tie 
diatonic ſeries, Hence ſame authors ſpeak of xi the 
octave into 16, 18, 20, 24, 20, 31, and other numoct of ce. 
grees; but it is caly to conceive how bard it mull e: 
perform on ſuch an inftrument. The beſt on it is, we oy 
remedy on caſier terms; for a ſcale Proceeding by veel e. 
grees, that is thiiteen notes, cluding tae ITY 1 to 45 
octave, makes our inſtruments ſo perfect, that we aid lite 
renſon to complain. Then this is the preſent ſcale for inn. 
ments, viz, betwixt the extreams of every tone of tie ny 
tural feale, put a note which divides it into two blen 
parts, called femy- tones (hence the whole niay be call th 


ſemitonic {cale) as containing twelve ſemi- tones betwixt th. 


teen bes wichin the compass of an Octave. And to pfe. 


ſerve the diatonic ſeries diſtinct, the inſerted noics tak: 
ther the name of the natural notes next . 8550 e 


mark B called 2 ts or the name of the natural note py 
above it, with the 
e ee bee 3 
For the ſcale of ſemi-tones, fee SEMITON ICG SCALE, 

For Cuide's ſcale, commonly called the Gamut, ©; 
MUT. „ . 
erg for the cal > Gf the at ancients, fee DIAGRAM 

"OW ag N EL | 0. the ſame with Pen nticeili and ner 
5 Rs DGE and MaGas. 


SCH A L A, is what we Call ſcale or gamut of mui 


on SC ALI 
SCE NICA, Mrfica. See Music 


8 CHISM A, is half a comma, . elghteen of them 


250 required to make à compleat tone, 7. e. reckon 7 Af 


ark F called a ſharp, See Fx", 
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nmusto: a tone; but if ten; twenty Schifna's are required, 
nd a Draje -hiſma being x double comma if the tone has nine 
mms, "four and a half, i. e. and two ſemi-tones are want- 


1 to compleat it, but if ten commas, five  Diaſchiſmas are 


eaual thereto. Sce Tons and Com MA. 


0 10 LTO, ; free at liberty, Contrapunto Scialto, is 4 


nierpoint that 's not full of ty'd or ſyncoped notes, or that 


not conſtrained by general rules, and that is not t obliged to 


gore, in A particular manner 5 
Notes are ſaid to be a, when they and by ade 
ie, not tied to one another which is called Legato. 


dd. Me. 


Sec CounmERPOI NT and Nor. 


ö 


Wy Legate. | 
806 R E, parti! ion, or the original draught of all mufi- 
3 compolitions z whereon the ſeveral parts, as treble, tenor, 


counter tenor, and baſs, are d. Tactly icored ANC n 
e PARTITION. 


$E. See 81 PLACE. 

SECOND, one of the muſical intervals, being only the 
[ofcrence between any ſound and the next neareſt found, 
whether above or below it, Sce IMTERvaAL, 

As in the compaſs of a tone, there are by ſome reckconed 


woe little intervals called commas: one may in {rinef: ſay, 
cording to the former calculation, that there arc cight kinds 


| bond, and according to the latter opinion, nine. Ser 


85 MMA, 


but 25 theſe minute intervals, Cavs Mr B- ofard, tho ſenſible, 
ere yer got fo much, ſo as to contribute much to harmony, 
bey uſually Gift ;nguiſh Only four forts, 

The 5r& called a diminiſhed Second cor, taining four com: 
Ns is the difference, for inſtance, of a natural ut, and an ar 
arp. I he Second called a minor Second, contains five com- 
Ne, and is made either naturally from mi to fa, or aceiden- 


5 by means of a flat, 3 from /a to B mol, or from fa 
p to /: 


3 or "Dali ſeri-tone ; the th: Td a manr Second, con- 
ng nine commas which compoſe the tone; this the Halians 
or perfect Second ;, the fourth is a redundant Second, 
mp 10! 2 whole tone and 2 minor ſemi-tone, But here alſo 
ecard muſt he had to different divihons of the tone, into nine 
en commas. See COMMA, Sc His, and AF 
In we arcient ſyſtem, ſays Mr Hraſſrd, the Second lim: 
« ſeply or double, which was the ninth but in 6 5 


9775 * 
0 1 


OA RE. 
but 


Loa 
2 4 


nine i: fenſible different ſounds, and by others ten; which form 


otherwiſe called a major ſe mi. tone, imbei fes? 


= — av * 
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ſcale it had befides that, the erden for its triplicate and in, 
modern it hath the twenty ſecond for it's s qua- d. iplicate. * 
In thorough baſſes theſe are all marked with a 2 w 
lower part ſy ncopes, and with a 9 when the upper part f. 
copes. When a flat is added, "tis the Second minor, if a ſhy 
major or redundant, 2, 
Theſe four ſpecies of EW are naturally don ant, th 
melody, 1. 6. in the courſe of a ſong or ſingle part, the th n 
firſt may be uſed, but the Jaft never, or at lea Ky very rate 
when a tong moves by Secands, it is otherwiſe fi tc n 
di grado. Sec GRADO. $7 oY 
In harmony, the redundant and detective Second Oat gh. 
to be uſed, there are only the major and «1: inor an 
that ought with propriety to be admitted, and neither, e 
of thefe, on the reels bun, or accented part of tlic mcafire 
or it they be, it muſt be done by ſyncopation : when the up 
part ſyncopes they muſt be followed by unifon in the ney 
time of the bar, or by the octave, if doubled; and hy 4 
third, if the lower part ſyncopes ; there are in an) other: 
of treating the Second, but thele are the moſt caſy an 
See SYNCOPE, 
The Seconds have a vei ry R ood effect in exprefi.ns ref 
fadneis, and the minor rather than the major. | 
SECONDARIUS. See PrkoTos. 
SEGNO. See St6NA, RESVYV, RREP PAT, Pau, 
* CHARACTER, and Mo 6. 9 8 10 
E GUY E, it follows, or comes after ; this "er 
| 13 before aria, alleluja, amen, Ac. to thew tha 
tions or parts are to be ſung immediately after the lat 
that part, over which *tis writ, But if theſe words 
ad libitum are joined therewith, thei portions hay 
let alone at pleafure, 
SE MI. a term borrowed from the Latin, ig 
dur only uſed in compoittion vwoith OUNEr Words. 
inſtead 4 fem, fay demi, and the Greeks hems, 
Lis in muſic variouſly uſed 3 firſt, when pre: 
name of a note, it exprefles a dimi nution of hal“ wal 
as jems-breve. See SEMI-BREVE. vwecond!y. winch wi 
to the name of an interval, it expreſſes a diminution, tu 
of half, but makes it leſs by a /emi-tone, or four comm 
the whole compaſs, as femi-diapente. See DIA 
Co MAMA. Thirdly, it ſignifies, an e : | 
circela, OT circala exo, ſignifies an 1mper;j fett c 
the mark of imperfect, . e common time; wir 
cle being a character of perfection, marks 5 dime, 
Fint and TRIPLE, . 
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contain 


(ROT 
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5 El AIBR EVE, a note of half the quantity of a breve, 
containing two minims, four crotchets, Oe. See. M INI = 
(seren r, and BR EE. 

The Sent breve is accounted one meaſure of time, or the 
lerer in f. actions and multiples, whereby the time of the 
| ho notes 18 CAP wrefſed. | 
| Thus 2 minim is expreſſed by! 2, 2 crotchet es, 00Þ + 
ot a mcaſure or Semi-brove; a breve by 2, 2 long by 43 z 65 


Ur meaſures or Sem-breves. But this regards only common 


25 for it's various quantities in triple time, fee PR IYLE. 
1 character. of a Semi- breve 15 O. See Cn ARACTER 
G EMI Chroma, is our Semi-quayver, See Ski 
Ark. | 985 | 
| Sru 1-Circlo, See 5 M and CiRcolo MEZ Zz 0 
Tr Mi-Dicpaſon, a defective octave, or an octave dimi- 
jc by a minor lin hos, See DET AVE and DIAPa- 


5 


333 Dig vente, A defeQive fifth, calle 0 alſo alſe fifth, 
e DIAPENTE and Fir TH, fa 
SM 1-Drateſſaron, 2 defective fourth, properly called a 

e fourth. See DIATFESGARON and Fou RAT ff. | 

| SeMi-Ditons con drapent? = DEE. BET TIMA or S* 

rn. 5 3 | 

| 81111- Dino, or third minor. See Tri nn, 

IStMi-Friſa, See Nor k and Fus. 

. a ppt iS our crotchet. Sce CroT MEV and 

SrMI-¹νE er, is a note : containing 10 If « the quantity of 1 

ver, 0 dee Qu AVE | 

$>EM1-/2/þiro, is a little pauſe of the eizhth part 
common time. See PAVSE, 

1 H- Tiga, ſeſtupla, nonupla, Aodecupla, i ſe n- brevi. 
RIP ILE. 1 | | 


PEM1-7zz, one of the degrees or concin; 16Us intervals of 
ends. See INTERVAL and Cong ORD. | 
F here are three dere 2s Or leſs intervals, by which a found 
move upwards or downwards ſucceſs ey, from one ex- 
In ot any concord to the other, and vet produce raelody 5 
be means of which, fevera] 000 and inſtruments are 
| ble of the NECCe!: Hry VAaric ty in as fling from concord to 
pcorg, Theſe degrees are the greater and less tone, and 
tene, the SP of tlie firſt is 8:9; that of the 
eng je, See Tong, The ratio of the Semi- len- is 


18: 101 which 
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| ſemi- tonic ſcale, which ſee 25 it follows, 


SFEMITON k. 


216 „ 
#6: 2d; which interval is called a Semi- tene, MG that 4, 
Seometr: ically the half of either of the ton: 8, for *tic 3 


what greater, but becauſe it comes near to it: of this G 
1s Gandentius the Pnlolopher, who chuſes rath hs 


| * b 
1 4 'TY 1 a1 


 kkmma, ceterum grad ' hemitonium ad peliatur, n off brews. coodin 
hemitontum ; fed dicitur communiter hemitonium, brgbri guts For t 
imma, in the ratio of 243: 254. Lis allo called ua to it's 
Semi- tone and the greater Semi- tone, becauſe greater han the H om 


it leaves behind, which is called apotome, or it's com ol | Gund 


toa tone; *tis 15 16 in the greater tone, and 126 135 189 | muſic 
the leſs; which is the refidue of a fourth, when two tone; = tune, 
Jor are taken from it, and is 1nconcinnous : the 5%, any n 
the difference of the third greater and fourth ; or ce ment: 
fifth and the lefler ſixth. © 8 comps 
Every tone of the diatonic feals is divided into 3 Zreatet mM Th 
Jeſs, or natural and artificialSemi-tone ; tho Gau Coo ettled 
fay, that the Jeſs is uſed in the diatonic and both in the . by the 
tic genus, — Quorum minori utitur genus diatoricin:, thin Wi from 
cum vero utriſque. Mis Malcolm obſerves, 'twas very na 4 gether 


to think of a diviſion of each tone, where 15 : 16 fh nonic 


one part in each div ion; in regard this being an Uravork found: 


able and neceflary part of the natural fc ale, would readily os 8 Co 
Cur 4 a fit d egree, An d the m OTC, as tis not bir [OM eg. dan t 
actly half a tone. In effect, the Sei- tone: are ſo near e- 0 a, 14 a flat, 

in practice, at leaſt on all inſtruments of fixed bun, «1: ſemi-t 


are accounted equal, fo that no diſtinction is made into prewa tix gr 
and leis. hee F tones are called fictitious notes, ad the Jef 
with reſpect to the natural ones, are expreſſed by cha WW the fe 
called flats and ſharps, See FLAT and SHARi ; freak next, 
CHARACTER. | 

T heir ol to remedy the defects of inſtrumen ts, Whid 
having their founds fixed, cannot always be mad. t ane 
the diatonic ſcale, Sec Sc. ALE. 

By means of theſe we have a new kind of ſcale ca: 


SEMI-TONIC Scale, or the ſcate of Semi bees; 


feale Or ſy {tem of. muſic, conſiſting of twelve d eg! „ 4 


tcen ſounds in the oftav e, being a . thift. to accommo.u 


ſounds to inftruments whereas they are fixed, rathe tal 
an improvement on the natural or diatonis . by infer 


between each two ſounds thereof another which div! 
interval of a tone into two unequal | parts, called fen: tones, & 


For, ſay Ar e and 4 Mides, in the diane 
ſemi-tones never come together, tho? in the progre' 01.21 
they are often wanted; upon ſuch occaſions W. 
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or ſharps 3 but hereby the diatonic intervals are robbed of their 


uſtneſs. See TEMPERAMENT. | 
' The uſe of this feale is for inſtruments that have their 
Funds fixed, as Organs, Harpſichords, Wc, which are ex- 


-edingly deteRtive on the ſoot of the natural or diatonic ſcale, 


For the degrees of the ſcale being unequal, from every note 
to it's octave there is a different order of degrees; ſo that 
fam ant note we cannot find any interval in a ſeries of fixed 
Cunds; which yet is neceſſary, that all the notes of a piece of 
muſic carried through ſeveral keys, may be found in their jul! 
| tune, or that the ſame ſong may be begun iadifferenthy at 
ny note, as may be neceſſary for accommodating ſome inſtru- 
ments to others; or to human voices, when they are to ac- 
company each other in uniſon. e | 
The diatonic ſcale beginning at the lowelt note, being firft 
ſettled on an inftrument, and the notes thereof diſtinguiſhed 


rom there being two tones, and never more than three to- 
ecther, which are not to be found in either chromatic or enhar- 


ſounds, and take the name, or letter of the note next below, 
8 C is called C ſharp, fignifying that it is a ſemi- tone higher 


mi- tone lower, Now ++ and +5; being the tw ſemi- tones 
tle greater tone is divided into, and +3, 34 the ſemi-tones 
the lefs tone is divided into; the whole Octave will ſtand as in 


| the following ſcheme, where the ratios of cach term to the 


| rext, are wrote fraction-wiſe between them below. 
Scale of Semi-tones, 


| (cos D DEE F Fs G GA A B CC 
5-138" 15 . 24 15; 128-15 ©1524 15-: 138; [16 


; 7 — | 


hencd to alter the ſpecies of melody, but leave it ſtill diatonic, 
and only correct ſome defect ariſing from ſomething foreign 
w the office of the ſcale of muſic, viz, the fixing and limit - 
15 ſounds : We ſee the reaſon why the names of- the natura? 
dalle are continued, only making a diſtinction into greater 
| and less. Thus an interval of one ſcmi- tone is called a leſſer 


by their names, A, B, C, D, E, F, G; which genus appears 
monic; the inſerted ſounds or femi-tones, are called fctitious 


than the ſound of C in the natural ſeries; and this mark Þ, cal- 
2 flat, with the name of the note above, lignifying it to be a 


16 535 16 25 16 435 16 16 25 16 135 16 


For the names of the intervals of this ſcale, it may be con- 
| * ; 90 8 7 i 
ſdered, that the notes added to the natural ſcale, arc not de- 


Pt | LR ſecond; 


2 *» —U— b 


- — — — 


greater and lefler. tone of the natural ſcale, which div 


e FFF "is 


two em tones, IS: 3 and 19: 20, and "the Whole 


ſtands thus. 


fect concert with other inſtruments touched by the uf har 
Mr Malcolm adds, that having calculated the ration en 


5 pre ceeding ſcale, but their errors were ors Rl 'y efs. 


nearly equa], 
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ſecond ; .of two, a greater ; of f three, a fer third J; of te, 
a greater third; and ſo on. . 

A ſecond Lind of ſemi-tonic ſcale we have from ana. 
viſion of the octave into ſemi-tones 3 which is perform 1 
taking an harmonical mean between the extrea;; 8 


14 1 


two ſemi- tones nearly equal, Thus the greater fone 25 
divided into 16: 17; where 17 is an arithmeti: al divit; 
the numbers. repreſentine the length of chords; but ge 

preſent the vibrations, the lengths of the chords a: 
Viz. as I: 16; 3, which puts the greater ſemi-tv;;; 
the opens which is the Property of the ogg cal d 


Aitet ſame manner the leſs tone 9 : is divide! 


C C D DA E F:FS G GS 
16-27 i id 15-105 in id 9 6 


7-16 ) 0 ⏑— ff i i 


This ſcale Mr Salmon tell us, in the Philofapin 
fatFioms, he made an experiment of before the Roy al. Joris 
on chords exactly in theſe proportions; which yieide(l a 


„ut 
4 1 
Hiculat 


his own fſatisfactiong be for und mor of them f. 


made amends; ſo that in the end, he found! wth 
nan 
8 ES | C E, imple, not doubled, compound:!, o:nots ; 
compoſe cd of any thing elſc, as cadenz'a fmplice, | is a ci tlic lo 
in which all the notes are equal i in all the parts. Ste Loud: 
TFR POINT. „ 
SEN A, ſignifies without, as Senza Rromenti, — wilt 
cut in/iruments; con 6 Senza Violini, — with an nd 
Vilins. ans | | 
SEPTIMA, the ſeventh. See SET TIM A and! 
r | 
SEQUEN Z A, a fort of hymn ſung i in the Fn 
church, which is edi rather in proſe than ce; 
are many kinds, which are {ung after the Graduza! imine 
before the Goſpel, and ſometimes in the Veſpers k before 
Magniffcate, Fe, T a were formerly more uſed (lat 
preſent. 


part o. 


1 
8 
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e R197 church has three Seguenze, called Lo tre Srguente 
5.10 bea, or three Sequenzes of the year, which are Lauda 
Halba tarem, vittime Paſchal: Landes, vent Sanite Spiritus; 
i 0 are ſung to muſic in many places; beſides theſe, there 
doe called Dies iræ dies illa, in the office of burial, as 
mio 'y well ſet, and on which Legrenza, Lully, at d othe 
e de e: arr compoſitions, | | | 
RENADE, a kind of concert. given in the night 
time by ag allant at his mittreſs's ord, OT under her window; 
netimes it conſiſts wholly of inſtrumental muſic, | ometimes 


zſons are: alſo called Ser enatas. 
We d on't know whence the word ſhould be de rived, unleſs 
m the French Se-rem, the dew falling in the night time. 

SE N p ENT, a muſica} wind inſtrument, ſerving as a 
| baſs to the Cornet, or a {mall Sbawm, to ſuſtain a chorus of 
er in a large veſſel. It had it's name Serpent {rom it's 
L foure, as confilting of ſeveral folds or wreaths ſerving to EF 
et it's length, which would otherwil.: be fix or ſeven feet; 
Fi ifually covered with leather, and confiits of three parts; 
| 2 17 wth pi iece, . neck and tail. It has fix holes, b). 
L whereof they give it the compaſs of two octaves. 
| SESQUI, a Latin particle, ſignifying a whole and a 
half, which joined with altera, lerra, quarta, Wc, is 


means 


1 auch 


ned in che Jlalian muſic to exprets a kind of ratios, particu- 


Fharly the ſeveral ſpecies of triples. The ratio exprefſed by 
gui 15 the ſecond ratio of inequality, called alſo ſuper-t ar 


14. 


ticular ratio: and is, when the greater terms con tains the le's 
once, and ſome certain part over, 23 3: 2, where the firſt 
um contains the ſecond once, and unity over, which is a 
Ienota part of 2, Now if the part remaining be juſt half 
we less term, the ratio is called Sefgur alter; if it h 


wol the leſs term, as 143 the ratio is called Seſſui teraa, 


- — - * 
AY + 4 145 1 4 - 4 
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tas if a fourth, as 5: 4, the ratio is Sefqur guaria, 


Ind {o on to infinity; Bill adding to Sei, the ordin val num 
Fer os the leſs term. 77 8 
| in Err: we may ſay Seſaui alteral, Ses gie third, wart: 
Kr, See P ROPORT LON. Ee 

As tothe kinds of triples expreſſed by t the part cle \ e, 1 they 
e theſe; the greater perfect Seſqui altera, Seſgul alt- 

rg verfetta, Which! is a ha whe re the breve is three minim: 


* 
141 mn. ti up 


5 5 
0 bat Without a point, "thus marked 0 . Zee BREVE 
ind 7 RIPLE, | "> = 

| ihe greater imperfect Seſqui alterat, 8, JETT alter a maggione 
a fetta, which is where the breve pointed, contains 


Ex 
"x 4 #, 
JF $ 4 hn of 
I * : 
= - 

* a 
1 ; 

4 


— 
U 

2 5 e ; 2 
= 


4 1 ree 


(ces ark a. 10 ed : the pieces compoſed and Pla) cd on th cle o | 
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minims, but without any point only two, thus war 


| thus, ng 75 


be thus denominated, 


PLE; 


SEV 


„See TRIPLE. 


The lefs perfect Seſqui alteral, Seſqui alters mine verfert 
is where the ſemi-breve when unpointed, contains thre; 85. 
ums Oz, but then it is to be followed by other ſemi-breye; 
See Bug VE. | 

The leſs imperſect _ alteral, Sefqui altere minor: in. 
perfetta, thus marked C4, wherein the ſemibreve with, 
pont contains three minims, and without but two. ; 

According to Bontempi, one may likewiſe call tae triples | 5 
and a Sefqui alteral, but fee PRoPoR TioN, | 

Sk QI altera dupla. See TRIPLE. 

SESQUI nora. 

SESQUI quarta 

SRI ciaue, is a kind of triple marked C ?, called by 
the Italians, nonupla di crome, where there are nine Juayers 
in every bar, whereof eight are required in common time 

The double Se/qur fourth; or Sejgu: quarta dupla is marks 
ee by the halians nonupla di femimmine, When 
there are nine crotchets in a bar inſtead of four in common time 

SESQUI terza, the triples $ and 18, fays Bentempi, may 
See SUB, SUPER and Proporyy 
Nod ur LA and Txt 


0 dee TriPLE and PROPoR r tox. 


oN. See alſo Dope ECUPLA, 
$ESQU IDITONE, a concord reſulting 


each other, as 5: 6. See DTToN E and Vi8RaT 10 
SES IA, the ſame with ſixth, See SIXTH. 
SESTUPLA. See SEXTUPLE. 

SET-IE-IM A: Sce SEVENTH. 

8E TTIM AN A. Sea, dee RESPONSAR\ 


MEN TAT ION E. 


2 


5 88 . 
411 5 


SEVENTH, a muf: cal interval allied hy 1 rom: 


75 
4 


H. ptachor don, 0 W there are four kinds; art. . d 
ſcventi, conſiſting z of three tones and three greater 
the ſecond, called by Zarlin and the Italigns, Demidr 
diapente, or Settima minore, is compoſed diatonic a V of {eve 
dexrees and fix intervals, four whereoi arc tones and the 74 
greater ſemi-tones ; and chromatically of ten ſenli-tones 1 
hereof are greater and four K tak: es it's form from i 


| Ratio 7 1adridarzente Quinto, AS 9: g 5. 1 
= he t hird, call ed hy the 1* al: ans Ti atone (n Hani, 

* 8 % | 
ſeitims 7 mage! 77 a, 18 comp oicd diatonically of feve; 9575 * 
che lormer 5410 4 x intervabs; {ive 


> Whereof are tone 


from tie 
found of © two ſtrings whoſe vibrations in equa! 1 re 6 4 


3 9 


„„ 


or band tone, ſo that only a major ſemi. tone is wanting to 
make up che octave z and chromatically of twelve jſemi-tones, 


5:8, 


creater ſemi- tone and a leſs, ſo that it wants only a comma of 
g cave, that is, fo much as to make it's ſecond ſemi-tone 
| oreater, called Pentatonon, Hence many confound it with the 
ve, maintaining (with good reaſon, ſays Mr Brofſard) 
that only the three firſt Jevenths can be of any uſe. 


'The Seventh in the ancient ſyſtem had but it's double, | 
er eren in Guid?'s ſyſem, but in the modern ſcale it has the 
twenty firſt for it's triplicate, and the twenty-cmghth for | 


ir quadriplicate, Sc. Sce INTERVAL, 
In thorough baſſes the Seventh, whether double, lumple, 
major or minor is marked by a figure of 7, but if required by 


accident to be flat or minor, thus 5 7, or 7 5; if it be 


ſrarp or major thus + 7 or 7 &. 

Again, if when it is naturaily munor it be marked with a 
fat, fays Mr Braſſard, it muſt then be 14:miniſhed, and 2 contra. 

The Seventh diminiſt,ed may be vſed in melady either d: 
grads, or per Saito, deſcending, but very rarely riſing, Sec 
| GzaDo and SAL To, 

The major and minor Sevenths are abſolutely teen 
elp-cially per Salto in the courſe of a ſong, though the Scventh 


| necedſ ty, 


The minor Seventh has often times drivel effe Is in 
| harmony, and that without ſyncopation with 1 regard thereto it 
18:7 be obſeryed 


| Fir, That it muſt be pre: ceeded by 2 third, been, Octave or 
| 1:xth), 


Secmdly,. That it be followed by a fifth, and e a 
tbur d. | 


Teirdly, That it be accompanied with the {fs Gfth and 


| third, 
'Tis often uſed by ſyncopation in the upper part, 2 1 muſt 
; the {a me note, or rather defcon WINE 2 ſemi-tonc mor. 
be TI Sevenths major and minor, ſays Mr Brofſard 
Neu ſed | n harmony theſe three way | 
A, By ſuppoti tion, that is, 1/5. when they happen to fall 
uy the vr2ccented part of the meaſure. See Fa 
ox o and CATTIVO ; 24:3, when they do not 0 
2 my ar counted long, 11 FI Cain t. ey may be —_— nt 
uceeaed by any concord v hatever, and olten by diſcergs;: 
. N — 


{x greate! and bx leſs, It takes it's form from the Ratio r 


The fourth 1s redundant and compoſed of five tones, 2 


major may be uſed aſcending, but ſparingly and not without 


| 7 PN be 0 oveed by the ſixth, the Over part CO: at 14111 ri 8 ; or 


— I 
= = 2 
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Secondly, By ſyncopation, in which it muſt be obi! 
That the S-venth fall on the ſecond part of the ſino; 
T hat the firſt part of the ſy ncope be a concord either nerf 100 
imperſect. See Cox coRD and PERFECT. Zy. x 
part which ſync9; rates never aſcend after the ſcven- 
icend only ene degree. Under theſe circumſtance: 
ble or any upper part [yncopates, the Seventh is ef); 
the {ixth, eee by the fifth, alſo by the 
ſometimes but very rarely, and with judgment, fb 
diminiſhed or falſe, or even redund ant, and never b FE 

Octave. | 1 5 
When it 15 reſolved by the ſixth, many may be made ane 
after another, but the laſt muſt be the fixth m. ae 0 N 
afterwards riſe to the octave upon one of the eſſent che. 
of the mans: This may alſo be very well done inn the 
manner of reſolving it. | | 

If, continues that author, the baſs or ſome lower part len. 
cope (which is now generally practiced, though formerly tor 
bidden) * tis reſolved naturally by the octave ; ſometimes | 
fifth or ſixthi major or minor : but it muſt be obſcry:d that's 
thele two ways of reſolving che Seventh, the part which {; 
copes, contrary to the general rule, walk aſcend one (orcs, Wl Regs 
and the third ſhould ſeldom or never be uſe | 


The 7th:rd manner is particularly adapted to the Suns 10 ‚ 
major, and may be ſaid to be per ſoſtenuto, in which th: 1 Wl 55 
or lower part holds on a note for two or more meaſy res, ark a 0 
after a concord they make a Seventh major, which cent hen 
for two three or more meaſures ; after which they riſc FAY i 
octave, and it muſt then be accompanied by the fourth, en Os 
and ſixth, this is marked in thorough baſs, thus 7 or 4 7, Ti. 5 

| 6 9 Cy A 

* 4 EF 

| 2 2 5 | uſe 
method is very common in [alian recitativos.  Sce Rect reafor 
TATIVo and SOSTENUTO. 7, 

deer ̃ - the f 

S EXTUPLE denotes a mixed fort of triple #1 cal 
beaten in double time. See TRIPLE. ER =X- 

This the {ralians call /e/?up!s ; the French tho impropro ol 


5 S | ii yea 
the uxth time, according 9 TO Mr Br offer rd, it OU TN Tall 1 


. 7 
be de mominated tri; le nary time, See Bi x * G 
| F 75 
Authors uſually make mention of three ſpecies befeof, tf we 
22 5 N 
which MrBraſſard adds two . five in all, which are n 455 


Jof thir 
cf his 
BILE 


 dextuple ot a ſemi-bre ve, called by the French trips 
ſix tor one, as being denc ab ed by the numbers 5 Or Decals 
here are required {tx lemi- dreves in a meaſure 


33 a 
common t! ime, t three for the riſing, and three for the falling 


of the hand, . 
S-xtupe of a minim, by them called triple of 6 for 2, be- 


+» denoted by thoſe figures, which ſhews that ſix minims 
I 


mult be contained in a bar, whereot two are ſufficient | in Comm 
Mo! t me. 


Fertußle of a erotchet, called triple of 6 for + thus. 
marked £ or C , wherein ſix crotches are contained in the 


har Toth toad of far” 
bert tuple of the chroma, denominated 6 for 8. and ket 
h 


erein ſix quavers make a bar or femi-brove, inftcad ot 


epht in common or duple time. 


4 


ed as being denoted by the figures %, which requires fix 


time, See IME, TIPLE and Common. 
SFUGGITO, to avoid, to go out of the common 


| way, not to ls the ordinary rules, as Cadenza Sfueita | 


i 4 cadence wherein the baſs. inſtead of riting 2 fourth, and 


falling a fifth, riſes only a tone or ſemi-tone, or falls a tierce 


or to ſpeak more at large and in peneral, *tis when the 


Br wer as well as the upper parts omit or avoid their proper 


and natural concluſions. 

| SHARP, is à kind of artificial; note or ny thus 
formed , which being prefixed to any note, ſhews that it 
to be ung or played a ſemi-tone or half note higher than 
de note naturally would have been without it, and gives 
| the note the name of the next below it nen the "OH 


| Vit. 12 £ character called 2 flat. See | FLA T. Dix s 8 FO and 
| CHARACTER. 


Tis indifferent ſome think i To __ main which of 3 two 
. 


| 1cafons 5 the one rather than the other. 


LOCALE, 

Fn the name for a ſeventh ſound, added within theſe ſcven- 

| ty years by one Le Maire, tothe fix ancient notes invented 

| by Guido Aretine, Ut re mi fa fol la; by means whereof, ſay 

eme authors, the embarraſs of the ancient gamut is avoided. 
But, ſay they, ſo buſy a thing is jealouſy that for a matter 


Bi it; and he was no ſooner dead than all. the ranficians of 


115 


* 


gertußle of the ſemi-chroma, or triple of 6 for 16, fo KY | 


ſem quayers in its bar, whereas 16 are required in duple 


tone takes the name of the note next above it *tis marked 


|| uſed, though under particular circumitances, there are 


| be uſe of flats and ſharps is to remedy the dete, af 
de fixed icale of inſtruments. See NATE RAL and 


Jof thirty years that Za Maire kept preaching to the Muſicians 
I of his on time in behalf of his new note, not a Man would 
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his country came inta it. But notwithſtandins, thi i he a. 
| eſteemed the inventor hereof, See Norv. 7275 
1 S1 is an Falian prepoſition, if joined with replica, f 
q intimates that you repeat fome part of the ſong g, fi r. Nice : 
4 | Page „ — repeat. it if you P. eaje, 8. Volts, — turn De the 1 
VN Et. 
[|  SICHISMA. SeeScnrsna wi Com M A. 


3 
time A Or 


S1CILI A N, a kind of air or dance in triple 
ſometimes *, played frow ; notwithſtanding "tis marked tl, 
fame as a jige. which is generally quick. 5 

Saus, herrn 
SIGNA, Sions, ſuch as tbe notes, marks, and charaderr 

of mulig, whereof there are more than fifty, Se Nor! 
CARAT TR, REPEAT, Paus, Goc. 20 

SNA Claves. See Cn AVE and S817 Bs 

SIGNUM, More ac Conventia. See PUN 

 BIGNUM Repetitionts, Sce REPRESA, —_ -- 

SILLABA, a Hyllable, one of the parts of a wat d, or 6%. 


vi 


. 0 often an entire one. This the Italians ſay of Guido Are tins | ia 2 
7 Words which he uſed to denominate the founds of muſic, ſuch a 4 
| as Ut re mi, &c. by which he caſt off the ancicat Cs. 
* names, See LVR E and Genus. 0 fol 
1 SIMPH ON! A, rather ſee SyMpPHONY. 1 L fa. 
| SIMPLE, in Kaen Simplice, is chiefly uſed in oppy- lam 
| Fition to double; ſometimes to a compound of ſeveral nw, * 
4 or figures of different values, Cc. dimple cadence, i; t Mill _ 
i | where the notes are equal through all the parts. Simple con- if jau 
$ cords are thoſe wherein we hear at leaſt two notes in cone. Elan. 
| nance, as a third and fifth; and of conſequenec at leaſt three : 
bo parts, which is either done immediately, and called the lar. F The 
* monical triad, or in a more remote manner, that is, when be na 
i the ſounds that are not in the baſs, are one or two ofa [410 tor 
4 | higher. This diſtance has no bad effect in the third, bun 
| the fifth it has, and generally ſpeaking the nearer © more Potes; 
. immediate the chords are, the better. We alſo fay Cf. nch 
| in oppolition to C accented. Simple counter- pon: chat Me of 
| monical compoſition, wherein note is ſet againſt note, 'n 8925 
1 oppoſition to figurative counter- point. Simpl | ugune or Je Fore 
N | imitation is where one part imitates the fnging of another e 
1 5 for ſome meaſures. Simple interval. See INTERVAL. Tint . 

4 | triple. See TRIPLE. See alſo CounTER- POINT, It erat 
1 TATION, Fu cuz, Cc. : 67 

1 SINCOP ATION. See SyNCOPATION and dry. . IA 
{+ | COPE. | 


; L 
SING ING, the action af making divers inf ech 10 de 
| th voice agreeabic- to the ear, and even anſweris; % e 


87 E M 72 


wotes of a ſong, or piece of melody. See SONG and M- 


LODY a b 
"hs ir thing done in learning to ſing, is to raiſe a fcale 


by tones and ſemi-tones to a; \ 0Qave. and deſcend by 
[5 note by 6 and then to rife and fall by greater intervals, 
fifth, Sc. and to do all this by notes of dif- 


| RY 
Fhen theſe notes are repreſented by lines and ſpaces, to 
which the Wr fa, fol, la, Wi Are appli ed, and the pu pil 


1 


nugſt to Nr . line and TE Re” th whence * 


* a4 


I 


wh er fee ES the article of Slam. 
To. become a proficient in vocal as well as inftrumental 


mulic, the Gamut is perie ly to be learned, and! in finging 
obietve the following Scale. 
Treble "Tenor Baſs 
0 ial re Ul 1 alt fol E fol VEU PF —— . CL 4 70 TT 7 la- 
| F faut — Va- IF faut ” ta 6 jo reut 7 
15 ia | 15 {a * lu mi. =la- | FP 65 5 3 Hes 
1 a, fol — / 7 D ta fal re ol e {dar Y | 
C fl fa” a „ an | ta) 
Þ T m FRO] G jet fa -A- D ſol e ol 
10 la B fa b m ni C fauui ta 
| I 75 A la ni re ——la-| B Nn II. 
E folre ut „„ ia 
"8 7 FE JO „„ VT 
var {Un mmm 7 | . 


— —— 5 — —U— — As — k - : — > as 1 TT ee TR —2*—ð³—ð;säwe —— 


There are three things to be Ob Mſerved 3 n this cale, Hit, 


1 names of the 10 18, Which mult | 30 tear ned MI * A is ag 


ad forwards till you 3 them perfectly by heart; ſecond!y, 


tree cleffs, which are an inler to wa owed ive of the 


1 83 for it 4 notc be p! laced ON At V Dare 8 ve lines, 
nich is allo called a ſtave) You Cannot call i any thing till 

We of thoſe three cleffs is ſet at the be: TH ming ; for W121 1 

aon the lines of the f Jamut are di, ded into three ave. 


A pr weling the three parts of mufic, VIZ, Treble _* } ENET a: d | 


Pals 3 every One of hee hve ines or laves Laving 4 cleft 


br - | A 5 R 
ſar F example, t he fir five lines LIE me K, 95 Which is tlie 


60 * by | 
| 45 re #t. or treble cleſt let at the Deg! are fit no ova the fourth 
une om th © top. v2 | | 


bn he ec Ind Or middle fa ve of five Lincs, as th 4 mark 
i alt bee | 8 
Wie ch 15 © 4 8 "Bt Ja ut, or tenor cke of, 16 * lat the 
tg: $7 IA 


ea . — a nd 


3 


1 
| | 
' 
, 


_— OT 1 


2 


pre Patt , eee e 


SAE q Es che a ae 
— 1 « 2 4 . ** " _— 


9 en 14 — 
r 3 
— — - * ” 


__ 5 
17 C 
— —u—— 
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beginning. This cleff May be placed ON any of the 60 
loweſt lines, e loyy 
The other ſtave of five lines has this mark . 


- and t 
\ 4 1 
called the F faut or Baſs Cle at the beginning, gere, 
placed on the fourth line from the bottom. ie 


Thirdly, obſerve the ſyllables in the ſecond colin. which 


are the names you are to call all the notes by; for exar 
if a note be placed on the fecond line of the firſt ſcal- 


rem tlie 


42 and you thould be asked where it ſtands. ſay in 5 th 
Now in learning theſe names, you muſt Jeacn the tler 


Iyilable with them, that you may know how 19 cl 4. 
notes in ſinging; tor example, Gamut is called Se! A re, h, 


ni is called mi; C fa ut, ſa; D {el re is called ſal; F la mi 
la; F faut is called fa, Kc. . 


For the notes and their lengths, fee NoT k, Can 


RAe. 


TER, SEMI-BREVE, See alſo REST, Revear, Tims, 


TwiPLE, Ec. 


Sce alſo BAR, Mrcasunre, and PoIx r. 

There are two tyings of notes, the firſt is a cory. [is 
drawn over the heads of two or more notes „ and ſhews 
they are to be ſung to one fyllable, 

The ſecond fort of tied notes are thoſe with nate, 
ſtrokes drawn through the tails of quayers. ſemi-quavers, a: 


binding two, three, or more together, as 4 N 


theſe with another ſtroke would be ſemi-quavers, and wih 


2 third demi-ſcmi-quayers. This way of rying has been found 
_ uſeful to the ſiglit. 


For flats and ſharps, ſee Dies1s, FLAT an: | SHARE, 


Sc allo NATURAL, 


_ The chief graces in ſinging are the Trillo and W 
both which ate much now in uſe, See QUAVERING, | 
It is to be performed by making eaſy ſmall ir fecticn 

the voice on two lounds diſtant a tone or bemi-tone. 


Firn more the voice + tom. and then faſter and faſter |? 
 Urgrees, it wall toon he done with eaſe ; cafe mult de en 


1 of 
$444 


434i 


ariſe from a different diviſion of the octave. Sce Oc r AvE 


kt both 4 and 2 be diſtinctly heard, The ſhake is to be 
100 (+ all deſcending pricked crotchets; alſo when the 
note betore is on the ſame line with it, and generally before a 
cloſe, either in the middle or at the end of a tune. 5 

31] PIA CE, if you pleaſe, a phraſe often met with in 
ſulan muſic. See 81. | e 

Cc dyYTEN CE on 

SIS TRUM, «ftrum, or citron, a kind of ancient mu- 
geal inſtrument uſed by the prieſts of Is and Ofris, See 


Moste. *Tis defcribed by Spon as of an oval form in man- 


der of a racket, with three fticks traverſing it breadthwiſe, 
which playing freely by the agitation of the whole inſtru- 
ment, yieided a kind of ſound, which to them ſremed melo- 
lious, By ſome tis thought to have been no more than a 


| rattle. 7 2. Baſſius has an expreſs treatiſe on the d1/trum, 


entitled, {jracus de Siſiro. | 

Hiſeliut obſerves, that the Siftrum is found repreſented on 
feral medals, and on Taliſmans, Ofiris on fome medals 
b pictured with a dog's head and a 8½%½ in his hand. It 
is pictured With a dog s head ang a Sſtrum in ins hand. It 


may be reckoned among the inſtruments of Percuſſion. See 


STROMENTO, 5 5 | 
SIX T A, one of the fimple or original concords or ha- 


monical intervals, See ConcoRD, 


Ihe Sixth is of two kinds, greater and lefs, and therefore 
eſteemed oneof the imperfect concords, though each of them 


X. 


and INTERVAL. — | 5 
The greater Sixth is a concord tefulting from the mixture 


| of the ſounds of two ſtrings, that are to cach other as 3 . 


The leſs from thoſe of two ſtrings in the ratio of 5: 8. 


dee SCALE, 


The lefs Sixth is compoſed diatonicaily of fix degrees, 


nd two lemi-tones ; chromatically of cight ſemi-tofi2s, five 


ereol are greater, and three leſs, It has its form or origin 


rom the ratio aper tri partiens quinta. 5 

be greater Sixth is diatonically compoſed like the other of 
degrees and five intervals, among which four are tones 
nc one ſemi- tone; chromatically of nine ſemi-tones, five 


bereof are greater and four leſs, conſequently it hath a 1:6 
| kemi-tone More than the former. It has its origin from the 


D.. * * * N » 2 4 1 
lie ſuperbi partiens tertia, See PROPORT 10M. 8 
Antiently the ixth had only one duplicate, which was the 


| Virteenth, even in Gui do's ſcale it had no more. But in the 


mauern ſyſtem it has the twentieth for its triplicate; the twenty 
kveath for it; quadriplicate, Sc. every one of which ure in- 


* 


# OO regs 1 Ine e 


whence its name, and hve intervals, three whereot are tones, 


ö 
AY,” 


8 * 
* N 


2 
WO + r * 
AY — — 


— al a 
— 
> ů r * 
r —— ES 


2 — 


— 


: vr . . . FRI rs l 
— 6 n eee ee Ix 2 2 
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rr . 
* rr 8 — 
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gie rently marked in thorough baſs by the figure 6. 
even the Sixth itſelf both greater and leſs when Matura 
is not expreſſed any otherwiſe than by a fimple 6; h 
greater or leſs by accident, the characters of 6 p, or g 
are ſet along with the 6. Again, if, v when with the s Ig: 
naturally minor, a flat beplaced with it, it is to be din ſhed: 
if naturally major, and a ſharp with it, it muſt be recyns,, 
Beſides theſe two kinds of Sizths; which are both ia 
concords, there are two others that are vicious and dia, 
The firſt called the detective $ixth, compoſed of 1149 tote 
and three ſemi-tones, or of ſeven rn tones, Ave of we 
are greater and two. leſs. The, ſecond, is the redunda 
Haan compoſed of four tones.” A greater ſe {emictone 4nd 4 fel 
whence ſome call it Pentaimion, as Comprehend!; ne five tor 
Fhefſe two being both diſſonant, ſhould never he #4 {, 
8 5 870 and very rarely in harmony. | 
As to the two conſonant Sixths, ſays Mr Bre{urd, 
allowed to make only two or three following Sixth , and t1 3 
mixed major and minor, and by conjoint degrees ; b 
preſent we may make as many as we pleaſe, ae We my 
thirds; Sixth in reality being no more than thirds invented 
but care is uſually taken that the firſt Sirth that occurs by 


leſo, the ſecond greater, and from thence to riſe to the | 


octave, becauſe in harmony the major Sixth naturally t. quite 
it, as does the minor Sixth the fall to a fifth. | 
In melody or in the courſe of a ſong, we may riſe or fi 
Sixth 1 binor, and that either in conjoint or disjoin; 1 "5, 
which is of good effect in lamenting mournful exps efron, 
exclamations, c. is not ſo well with the Seth mavor, 


becauſe its extremities are fo diffic ult to found, for which len. 


ſon *tis placed among the Salti vietair, or intervals. abſolutely | 


forbidden in the courſe of a a ſong. See SA LTO and lx- 
TERVAL; | 7 et: | 
SMORZA To intimates that'the Bow or Fiddle-*ic| 
be rag to its full length, and that not with the {ame fret 
of hand throughout, but bearing lighter and lighter on it b 
grees, till at laft ſcarce any ſound be heard; this word js re 


much uſed at preſent, but was found oy Mr BRrafjerd in i 


works of Mr. Zotti. | 
SOAVE, or SOAVEMENT, ſweetly or act: 
0 GE T TO, Subject, is ſaid of a ſong above 


wh ich ſome counterpoint is to be made, Contra prints | 1! 


#-zetio, a counterpoint above the ſubjiact, is why 
part is the ſubject, In this ſenſe it is called Canto fan 
dee CANTO. 


ia, 
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When the | counterpoint is made below the ſubject, it is 


called Cor irapunts ſotto il for refto ; herein the upper part is th. 
1b it this lubject does not change the figure of Cap 


jt above or below the counterpoint, *tis called 


Ard 7, 


or 


{ 


invariable Subject; if it aff change fo- 
variable $12; 1255 

5 is alſo uſed for che wotds to which ſome comps it ion 
| 10 be adapted. | 
jaftly is a ſucceſhon of many notes of One, TY 
or more meaſures, diſpoſed 1 in ſuch a manner às to form one or 


more fUCUES: This is therefore called Sogetto FI Frgn, 01 ſub- 
ject of the fugi 10. 


Furues uſually have but one Subject, but einne we and 


two. three, or more, which the Tratians call Contra punti 407 bi 


riblicate, Cc. See FUGUR. 
. the fifth note of the gamut, Ur, re, mi „fu, fel, 
© NoTE, GAMUxr, and Music. | 
en anſwersto the I hehanos Meſon, and its oftaye Para- 
of the ancient ſy tem. Sec W 


My . ESO N. 


nos of 
1117 TO. lung 


ene 


* 
=—y 
Yry alte 
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Vee NOTE. 


* bench the 


We uſtal ily diſtinguiſh two Sols. one G re ſol, the other 
Cut; tis the firſt that marks the treble cleft, See CL EYE 
[and GAMUT. 
SOLFAIN G, the naming or pronouncing the ſeveral 
a ſong. by the ſyllables Ut re? mi fe fol, an d in ſcaru- 


5 the ſeven notes in the French hee Ut, re, mi 1 ſol, 
, only four are uſed among us in ſinging, as mi, fa, fol, 
Italians uſe the fix firſt. Tho office 

th erein is that by applying them to every note of the 
(ele, it may not only be pronounced with more eaſe, but 
chiefly that by them the tones and femi-tones of the natural 
(ae may be better marked out and difti nguiſned. | 
This defign 3 is obtained hy the four f vllables, n „ bl. la. 
uy bas from fi to /ol is a tone, allo be fol to 1 : and fa to | 
Way ay hut diſtin guiſh! ung the great and leſs tone, but from 


97 fa, a alſo from mi to fir, only a ſemi-tone. Tf Rh : 
#4 Ws d 


in this ot der fa fol, la fa, fol la, 7 fa. they 


"na Or ++ 4 ird 0 dave, 
fterent orders of 
nt 9 815 358 


LO 10 


VE i vil! {tar 


la, jel, fn, and one mi 15 always diſtant from 


Eta ve, 
77 7 


aſcending 


. ated invertedly deſcending. 


we ſee 


is. the natural ſeries From: Ws and if they b erepea ted * 
then how to exp. -eſs all the 
2nd ami tones in the diatonic ſcale, 

d fa, /ol, la, and below it the 


which cannot he Fo of ny Of, the reſt, 


come always a, /al, la, fa, 


1 g 8 
1.1018 


45 9 { 


8 
9 


Srſt thing in learning to ſing, is to make one raiſe. a 
notes by tones and ſemi- tones to an octave, and defer 

by the ſame, and then to riſe and fall by greater aer 
a leap, as thirds and fourths, Qc. and to do all this by |, 


ſound, expreſs'd by notes on a line or ſpace, or learr 


A SO N 


To conceive the uſe of this it is to be remembered, that g, 


Cale | 'f 
d 3 ai 

n 
ng 


at notes of different pitch; then theſe notes are te vie ted 


by lines and ſpaces, to which theſe ſyllables are apple 
the learners taught to name each hne and ſpace 


9 fall 


her eby; 


which makes what we call /o{faing, The uſe wheres is, f 


while they are learning to tune the degrees and ROY of 


* 2 font 
Tit 


to which no words are applied, they may do it the eter b 


* 


means of articulate ſounds; but chiefly that by kn: wing the 
degrees and intervals expreſſed by thoſe ſyllablo, they may 


"U2 


more readily know the places of the ſemi-tones, and the ty; 


diſtance of the notes. See SINGING: 
SOLFEGGIARE, Solare, or Balmizars, i; the 
uſing the ſyllables ut, re, mi, fu, Fo, in learning to fin, 
otherwiſe called Solfaing, See Sol YA . 
From this they made what they called Solfeggianirs 
which properly intimates no more than the prachice 4! 


mentioned ; but certain compoſitions, be they firues A 


otherwiſe, of which thoſe ſyllables are the ſubje Q, hare the 
appellation more particularly, Mr Breſſard ys be ha 
keen very fine pieces of this kind. 

The ancients, i. e. thoſe ſince Guido, Jearned muſic in thi; 


. way, and we have ſeveral of their compoſitions which Gi 
ſwWer this deſcription, eſpecially among the Germ ant. 


SOLLECITO, affited, preſſed, labrured. This ward 


is ſometimes uſed adverbally, to expreſs that a piece 1; to | 


played in a mournful manner, fit to enforce grief upon the 

Hearers. It means alſo carefully and with exattneſs. 
SO]. O, ſignifies fingly or alone, it is frequenily ud 

pieces of muſic conſiſting of ſeveral parts, when one a a 


to perform alone, as l Frauto, the Flute alone ; Violim 


the Violin alone, See PART. 


It is alſo a diſtinction uſed in Sonatas for one ohr. 4 
Flute and a Baſs, or two Violins, two Flutes, and 2 Bab 


both caſes it is frequently {ſignified by a ſingle letter 8. 
When two or three parts ſeparte from the grand © 
the Tlalians call that part of the ood a dei foli d In- fn 
&c. 
SON A, SowAT A, So TING, Sono, c. der 
x A A and SONO. 


5 
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nit 
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MAN 
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IWlicth, 


| and C. 


$ON 95 
«ON ATA, by the a called Sucnata from Sono, 
ſnord, ſignifies a piece of muſic or compoſition, wholly to 


atrumen ts of ſeveral kinds, what Cantata is with regard to 
he VOICE. See CANTATA, 


The Senata then is properly 2 grand free harmonidus com- 


preſhons, ee ee and bold ſtrokes and figures, cc. and 
| | this according to the fancy of the compoſer, who without 
confinin's himſelf to any general rule of counterpoint, or 


| any 


ht. 
We have genutas from one to ſeven and even eight parts; 
| but uſually they are performed by a a iingle Violin, or with 
wo Violins and a thorough Bals for the Harpſichord, and 
ths a more figured Baſs for the Baſs Violin. 
[here are many different ſpecies of Sonatas, but the Jta- 


ne proper for Church muſic, which commonly begins with 
a crave ſolemn motion, ſuitable to the dignity of che place 


chamber muſic, Theſe are properly a ſeries of 17 1 
pieces named from the dances which may be put to them, yet 


—— 


Tre judgment are made to agree with their motions, 'iley 

begin with a prelude or little Se ata, ſerving as an in- 
trodu Aion to all the reſt ; afterwards come the Allemand, 
| Pavan, Courant, and other ſerious dauces; after them jiggs, 


belots, ininucts, chacones, paſſecailles, and payer airs, the 


a 
uſual 


P1anD, IId, MinuegT, Ce. 

| SONG, is applied in general to a ſingle piece of mufic, 
wicther contrived for the voice or an inſtrument, See Moste 
End COMPOSITION. 


A Song, fays Mr Malcelm, may be compared to an oration; 


the diſcourſe is refered to, and which is always t© be kept in 
"aka thro' the whole, ſo in every regular and melodious Song, 
ere is note which regulates the reſt ; wherein the Song be- 
[E's and at laſt ends, and which, is, as it were, the principal 


ne Seng; and as in oration there may be ſeveral diſtincꝭ 


+ executed by inſtruments, and which is with regard to 
position, diverſified with great variety of motions and ex- 


ed number or meaſure gives a looſe to his genius, and 
| 1:05 rom one mode, meaſure, &c. to another, as he thinks 


= reduce them to two kinds, Suorate di Chieſa, that is, 


11d the ſervice; after which they ftrike into a brisker, gayer, 
| richer manner, "nd theſe arc what they properly call . 5 
The other comprehends the Suonata di Camera, fir ſor 


| not defigned for dancing, tho' a maſter of that art may have 
und to apply certain politions, and ſteps thereto; which 


whole compoſed in the ſame tone or mode. See ALLE« 


lor as in the latter there is 2 ſubject, z, e. fore perſon or thing | 


Pater or 3 ſubject, to be regarded in the whole courſe 


parts 


- 
— — -—om. — — — — 
3 K —— — — - 


1 


9 


— —— — 


p _—_ 
K 70) or wy 


me — 
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French. The word is of Italian original. 


— — —ᷣ— 


6 80 P 


parts, which refer to particular ſubjects, yet they muſt þ; 


an evident connection with the principal ſubject, hig, 1 Hob 
lates the whole; fo in melody, that there may be fue 5 ahy 
principal fbjecds to which the different parts of 2 C. alt 
belong ; but they are themſelves under the inlluence © of oi. 50 
principal ſubject, and muſt have a ſenſible connectum . nh 248 
This principal or undamenta note of a Song, ſays heywhs oe 
led the key thereof. 75 $7 
But this muſical ſubject, as My Mialedlm terms 15 1 5 1 

as he pretends, the key; but becauſe, to make tljs Han +, 
clear, would need an example in compoſition, and 8 thy "1 
would be to exceed the bounds of a dictionary, re ſhall; | TT 
cline it, preſuppoſing, that no practitioner is v1 acquainte! SE 
with the difference between the key and fubject of . 9% , "& 
unable to diſcern the N of ufing thofe two terms "a 
to ſignify the ſame thing. 1 6 make 
SONNET, a kind of compoſition contained in ſe og el ik 
verſes, viz,, two ſtanzas or meaſures, of four eac 3, au yy 3 
of three each, the eight firſt verſes being all in three tune 115 
Tis of Helio origin, and Petrach is allowed to by the 95 of 0 
ther. Tt is held the moſt difficult and artful of all cor | 185 
es requiring the laſt accuracy and exactneſs. It 1s t end wh =} 
tome ingenious thought, the cloſe to be particular bezut 10 th 
or the Sonnet is naught. nd 0 
In Malberb and ſome other F rh poets, we meet with 8 T} 
nets where the two firſt ſtanzas are not in the fame | ng the pe 
but they are held irregular; and in effect, a great part of“ 85 
merit of theſe pieces, canli in a {erapulous obſervation of Ch 
the rules. 5 Th 
Neonſard, Malherh, Maynard, uk Gembaut, have comp'.4 diger 
abundance of yonnets; but among two or Pen pon. eff} 
ſays a very great author, there are car ce two or three ue. . 
any thing. differ 
Paſpuier obſerves, that Do: Bellai was the firſt who int rent 


duced Sonnets into France z but Du Hellai himſelf ia avs, thi 
Helm de St Gellas firſt e the Italian Sonnet: it, 


ons 
| and ti 


THEY! 7 
SITS 0 


SONUS. See SuoN o and SOUND. 5 
SOP RA, aloe or upper, as nelle parte 41 fopra, — jth 
higher or upper part; di fopra — above ;  contrapunts (:pro 


* 5 
162 + 
I! 1 


Jof tun 


| certa; 

fegetto, — counterpoint above the fubjett. See 80 GET T 0. time, 
SOPRANO, is a name by which the Ig, ex) "6 
our canto, hau? deſſus, or firſt treble; a doi Sopraui, t't de J 
Franui, — for two or three tr eblzs, See TREBLE, 1 £994 Fi 
and Haur- -DESSUS, Which 


SOSPIR 


SOU 232 
SOSPIRO, a ſmall character called a ref. See it's 
ader the article CHARACTER and REPEAT. Ca- 
| $:/p1-o, is a ſugue, wherein the parts begin to imitate 
other at the diſtance of a crotchet. As for a 
(pete t the guide to have begun, the r part reſts : 
-chet e 'er it imitate; and the third oblery 08 the lame ich 
„„to the ſecond, and fo on. 
80 oP EN TO, intimates that a ſand: is to be held out 


form) eu 
Mit 


1c 


8 07 L x 0 2, below, inferior; Fotis il Ro — below the 
et; Netle partie di Sotto, — in a lower No 1. DEE So 
3 A 11,0 SJ9G-ET TO, | 

SOUN D. The qualities and diſtinctions of ſeveral à gita- 


ne.ther aſcending or een ; and adds, that thoſe of the 

S$und is the object of muſic, which is nothing but the art 
of apply! '1 g Scunds under ſuch c ireun nſtances of time and tune, 
is to Talte agrecable ſenſations. | 


and grave. See AcUTENEs and GRAVITY, 
the particular figure and quantity thereof; and even in ſome 


which conſtitutes what we call different tones. Sce ToN E. 
The cauſe of this difference? appears to be no other than the 


(efiect, the tone of a Sound is found, by abundance of per 
ments, to dep end on the nature of thoſe- vibratio ns, whoſe 
differences we can conceive no otherwiſe, than as hay ing, dif- 
| ferent tag 4 and ſince tis proved, that the ſmall vil ra- 
tons of the fame chord, are all performed in an equal time, 
and that the tone of the Sound, which continues 2 ſome 

e alter the ſtroke, is the fame from firſt to laſt: tullows, 
that the tone 18 neceflar! ily connected with a certain quant{! LY 
of tune in making each vibration or cach wave; or that a 
certain Numb er of Vibrations or Waves ar compliſhed ; na given 
time, conſtitute a certain determinate tone. | 


dee Tours, 
| From the ſame principle e ariſe what we eau commons x 7 
[I ich are nothing but the reſults of tie (4 Qt nt UTLONS and 


in me fal and ſtead iy manner.” {or one LWO, OI niere times 


tons of air, conſider. d as their diſpoſi tion, meaſure Eo > may . 
wh 1 1 Caudentins defines is the {tate of the voice, 


5 degree or pitch of tune, are prope! riy called uniſons. 


"The p b rincipa al affection of Sund whereby it Yak omes fitted 
| to that end, is that whereby it is diſtinguiſhed into acute 


This difference depends on the nature of the fonorous 5557 | 


aſes, on the part of the body where it is truck ; and is that 


different velocity of the vibrations of the ſounding body. In 


From this 3 are all the phænomena of tune ded: ed. 2 
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coincidences of the vibrations of two ſonorous bodie 


conſequentiy of the waves and undulating motions of th . ut 
occaſtoned thereby. See Cox cox D. On the e 1 LK 
reluſt of the Icls frequent coincidences of thofe 8 1 | 
what we call difcord, See D1sconp, 927 
Another corfide able diſtinction of Sounds, With re). 1 f 
muſic, is that whereby they are denomitiited lone: of fhcws Far 
not with regard to the ſonorous bodies retainin 5 Ge: 
once receiv. d. a longer or ſhorter time, tho! gradually 8 ons 
ing weaker; but from the continuation of the impulſe 0 ei 
efficient cauſe on the ſonorous body, for a longer a1 e & 
as the notes of a Violin, Sc. which are made OnNger that 
thorter by [trykes of different length and quieXne eſs: ” 
L his cont nun ry. 18 properly call M Qa fizct Ce! Ron of (ay. DEI 
SG or the effeft of ſeveral diſtinet ſtrokes, or reno he c 
impulſes on the fonorous body ſo quick, at We bdge rence 
continued found ; e (pecia My if it be continued in the on 
gree of ſtrength: and hence ariſe the doctrine of af lie 
time, See ME ASU RE and TIME. une v. 


Sounds again are diſtinguiſhed with re gar to muſi 
ſimple and compound, anc that two way 8. 


In the first. a Sound is ſaid to be compound, when 4 ny; Mil 
ber of ſucceſſive vibrations of the ſonorous bod Y, and the a! the 1 
come ſo tait upon the ear, that we fancy them the ſame und 

tinued 9g; und, as in the phenomenon of a circle of jj homo 
cauſed by putting the fired end of a ſtick into a quick cc way 
motion; when ſuppoſing the ſtick's end in any part f 4 m. 
circle, the idea we conceive of it there, cont ini 6: l te prod 
impre 560 is renewed by a ſudden return. e * 

A ſimple Sund then, with regard to this compoſition, br. vi 
Tthould be the effect of a Ingle vibration, or of fo mine eden. 
Vibrations as ate neccilary to raiſe in us the dea of Kis and u 
In the ſecond fort of compoſition, a fimple Sound i= the nr Th 
duct of one voice, or one inſtrument, &c. | wiicl 

8 compound 95 und conſiſts of the Sounds of ſeut ho diftit dy 

ces or inſtruments, all united in the fame Individual tt iche 
100 meaſure of duration; i. e. all ſtriking the 1 r tee 01 
wh ate ver their other differences may be. But in , | Larve 

gain, there is a twofold e a natural, in-a't * | \ 
fein one. Piet 
ber o 


The natural compoſition, is that proceeding f. on the man 
fold reflexions of the firſt Sound 3 ad} jacent bo 1 
the reflexions are not fo ſudden 0 occalior 
but are all in the ſame tune With the art note. 85 
NANCE, 5 


+ * 
2 2 
1 27 


on 22 5 


The : artificial compoſition, which alone comes under the 


ih 


Nütcians province, is that mixture of ſeveral So,, Which 


N 110 WENS 


ning made by art, the ingredient Sounds are ſeparable and 
--iſhable from one another. In this ſenſe, the diſtinct 


1-14 


ne fame inftrument, are called 11mple Sounds, in contra- 
lion to CO »mpound ones; wherein, to anſwer the end of nu 
60 the fi imp le ones muſt have ſuch an agreement in all rela- 
bons, eie iy as to ac iteneſs and gravity, as that the eat may 
«ceive the mixture with pie alure, See COMPOSITION. 
To Other diſt. netion of :; Sounds, with regard 10 muſic, | 18 
t where by they are {aid to be ſmooth and even, or rough 
nd | ha ir, = al ew and _—_ _ ; the 722 5 whic 1 diftercnces 
he Grcurſiances "of the place : dut Fg ideas of the daf — 
Inces mult be fought from obletvation. 
Smooth and rough Sound. n principally on the founding 
bodies; of theſe we have a notable inſtance in ſtrings that are 
ren. and not of the ſame dimenſions and conſtitution 
throughout, | ; | 
Mr 8. ault, to account for roughneſs and imoothnels, 


141 


b e ot „ and the dimenſions and lig ure uniform, theſe 
vays make ſuch à perfect mixture and union of all the parts, 


45 Mi ke one uniform and [mooth Sound: contrary 7 conditions 
| DIOG e har! e 5. 


5 eſtect, likeneſs of parts and figure makes an uniformity 
F vibrations, whereby a great number of Gmilar and c. bin- 


md unite for the more effectual producing the ſame effect. 
1 count he confirms from the phat 20menon of a bell, 
h differs in the tone according to the part it is truck in; 
I 1 yet ſtrike it any where, there is a motion of all the parts, 
| Hl nce he contiders, the bell as compoſed of an infinite num- 
of rings, which according to their different demenſtons 
[hav we different tones, as chords of different lengths ; 
[and Hen tir uck, the vibrations of the parts immediately 
| ru © ſpeci 
lier of Ccontonant tones 11) the other parts. This muit be 
owe, that every note of a ſtringed inftrume Th is the effect 
el feral ſimple Seunds for there is not only the Scxmd l- 
Pulting from the motion of the ſtring, but that from the 


- 
motion of the parts of the inftrument ; which has 2 conſider- 


59 + 


A ls 


Hh 2 „%% ͤũ ] ö”àͤ 


8 nh > ſeveral voices or inſtruments, or the ſeveral notes 


naintains there is no ſuch thing as 4 fm ple. 8. 12d .; but that 
| the "ol of the ſane chord or bell is a compound of the 
Mundi of the ſeveral parts of it; fo that where the parts are 


dent motions conſpire to fortify and improve each other, 


a1 
113 y .C IS 


iy the tone, being ſupported by a ſufficient num 


kai: ERS 115 the total Solis 4, As 13 * 1Gent from hence, that 
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Wo... SOU 
the ſame ſtring or diferent Violins, will give a very diff 


{1-7} = 10 
Sound, | 


But Perrault affirms the ſame of every ſtring in itte 


an! without conſider! ng the inſtrument, Ever» art 0 


! 


ſtring, ſays he, lias it's particular vibrations, different (1, 
the groſs and ſenſible vibrations of the whole; and these ... 
the cauſes of different motions and Sund in the Particles 
which uniting, compoſe the whole Sound of the {ir ny 


make an uniform comp: ofition, wherein the tone of the Wh 
ticular part ſtruck, . prevails ; and all the others niz under: 


due ſubordination with it, ſo as to make the om posten 


ſmooth and agreeable. If the parts be unevenly &r 131g), 


ly conſtituted, the Sound is harth ; which is the Cafe 
we call falſe ſtrings, and various other bodies, which for thi 
reaſon, have no certain and diſtinct tone; but a compoſiricy 


of ſeveral tones which don't unite and mix, ſo as to have 4s 
predominant to ſpecify the total tone. 


As to clear and hoarſe Sounds, they depend on the circyy 


een 


ſtances that are accidental to ſonorous bodies: thus 4 vile 


Cee 


br inſtrument will be hollow and hoarſe if raifed within cn 


empty hogſhead, that is clear and bright out of it; this #2 | 
is owing to the mixture of other and different du ae 
by reflection, which corrupt and change the ſp ; 


| primitive Sound. 


For Send: to be fit to obtain the end of 9 55 de uh! 


to be ſmooth and clear, eſpecially the firſt ; fince babe 
this they cannot have one certain and diſcernable 8 a2p2ble 


of being compared to others in a certain relation of 2c read 
of which the ear may judge; and of conſequence can be 
part of the object of muſic. Upon the whole then, with; 


Malcolm, we call that a harmonic or muſical $2474, M ch 


being clear and even, is agreeable to the ear, and gi s ce: 


tain "diſcernable tune (and hence called a tuna Me 1 80 md, 


which is the ſubject of the whole theory of harmony. See 
HAR MON T. 


SOUND-BOAR D, is the principal part of an Or 


gan, and that which makes the whole inflrumen! pla; y, 


ORGAN | 
The "FEW, St or Summer, SA OT into ns 


the wind drawn in by the bellows, is conducted by a % "rt 


and hence diſtributed into the pipes placed over the ! ok 0 


it's upper part. "The wind enters them by valves, which open 


by pretſing upon the ſtops or keys, after drawing the regites 


which prevent the air from going into any of the pipes 5 


thoſe required, Organs, whoſe long reſt blind pipes are a 


b their Sound: 95 ards from hve 5 {ix feet. Organs o. 
5 


— 23 > Abe 


5 237 
ſee have two Sound-biards, which communicate the 
om one to the other, by means of a DSWter por tvent. 


ren 


| C49), by re al: ON of it's he: ne ſo much uſed in Spain; Or de- 
| Ane to h ne) rather from 1t's having bee; 1 invented chere. 


 GUIT T 


Nee 


he iges W con a pie a Of mult C 8 pric ked Or noted; theſe 
4 were not uſed, but there was a : fits for every ſound: but 
hen thoſe were reduced to four, and then raiſed to five, as at 


ot, the ſpaces were reckoned, and the loweſt was called 


5 


+, 6:4, 21d fo on to the fourth. See Rica and LIN EA. 


ot the Genera. See GEN | 
The Genera of muſic were 8 the chromatic, enharmonic 


ha 10 not particular names 23 the Species of the other two had, 
* Species were called Chrota, colours of the genera, the 
c 5 whereof, ſee under the articles GENUS, DIA 
TONIC, EXREARMONIC, and CHROMATIC. 
$SQ,. See SyissUs. 
SPICCA A'TO,. ſignifies to ſeparate, Ae, part, Ce. 
, to give every note it's diſtinct ſound, and is the con- 
[tracy 5 of what we call furring, © 
This word is particularly uſed with reg nad” to . AE 
* with a bow, and denotes that every note have a bow 
Wiſin from the prececding or ſucceeding one. | 
SPINE T-T'Þ = a muſical inſtrument ranked in the 
Feed or third place among harmonious 5 Sce 
Music. | 
| |: con s of a cheſt or belly made of the molt- porous and 
5 "0us wood to be found, and a table of firr faſte ed on rods 
th 
þ nailed two little prominences or bridges, whereon are Cs 
many pins a3 there are chords to the intrament,. Sce 
Þrinc! and OTAVINA. _ 
| [hs inftrument is played by two ranges of continued keys; 
ef ſoremoſt range being the order of the diatonic ſcale, and 
Fat behind, the order of the artificial notes or ſemiæ tones. 
b Sc AL E. | 
| the keys are fo r many long flat pieces of TBE which 
6 kched and prefled down at the end, make the other raii: 


4 e of a crow's Guill Wherewith 'tis Ariel The 
N %) ft ſtrings ate of brass, the other more delicate ones 


FL 


*44 


L N — 2 vx — ad > — 
3 i . : er 


4 «Pp. AG] \ UOLA, is the name the Half ans give to the 


PAT] 10 M, Space, | js pe to the void Wai between 


g PECIEs, in the ancient muſic is a ſub-diviſion of one 


ind diatonic; the firſt and ſecond of which were ariouſly ſübdi⸗ 
ed into Species; nor was even the laſt without, though thoſe | 


ed the found-board, * bears on the ſides; on the table 


C3, which ſtrike the ſtrings and a the found, by means 


| 
1 


— — 2. 
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of ſteel or iton-wire; which are ſtretched over 
1 above-mentioned. Tho? many of theſe - inſtruc} 
eicher all their ſtrings of brats or all of ons wire.; 


ſometimes two or three jacks to each ſtrin ; infſte: 
upon which the makers ad 2 little ſtop 5h take 
two of the three at 5 leafure, by which means the 0 d 
ſtruck with one jack only, ſeems in ſome meatur A 
that ſtruck with the whole number. | 

The figure of the Sp 8 i; a long ſquare or pa! 
ſome call it the Harp couched, and the Harp an inv 
Stunette, See HARP. | 

The $5: nette is generally tuned 5 the ear, wichen 


of the practical malte ans is founded on a ſup Poſition tha 


ear is a perfect judge of an octave and fifth. Thi gener 
rule is to begin at a certain note, as C, taken tow:rd i th 15 
dle of the inftru ment, and tuning all the e octave SU; f 
and alſo the fiſths, reckoning ſeven And tones to each gt. 
by which means the whole is tuned. | 
Sometimes to the common or fundamental play of the; 
is added another ſimilar. one in uniſon, and 
bly to the firſt, to make the harmony the fuller. Tl. 
ther played 1 eparately or together, by means of a op, 
Rs called double or triple Spinettes. Sometimes a p 
Violins is added by means of a bow, or a few wheels bag“ 
to the keys which 5 the ſtrings, and make 
I laſt as long as the muſician pleaſes, and heighten an. 
Wm them more or less as they. are more or leſs prefſed. 
N The Harpſichord is a ſort of Spinetle, ng as anothe 
diſpoſition of the keys, See HARPSICHOP.1 
| There have been of late years Spinettes made, ü c. 
ward range of keys are divided, 5 part ot which ha 
= different ſound ; as there is one key between Fa id; 
| ſerves as 7 and 5; now this key being divided, 
part of it next the 22 850 ſounds g Þ, and the other nex:t 
body of the inſtrument , and ſo of the others. Again 


3 inn 0 
A Lal Itili i, 


dh 
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—_ * « — 
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Wann . 1 


n 


as we often uſe C ; i for B ſharp ; in theſe Spit; there y 


a key placed between B natural and C, which ſerves d 


But thoſe inſtruments having ſome dificultie atten ding the | 
were laid aſide. | | | 
This inſtrument takes it's name from the little | 
with the ſtrings are ftruck, wil ch are ſup "ole d to esch 
thorns, \ lich! in Latin are ca led Spi 1:2, 1 
SP 14 O, or SpIRIToso, ſignifies to fins or Pd 


any inſtrument with vigour, life, and ſpirit, 


; W 
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ePISSUS, thick, full, as of ſmall or minute parts, as 
intervals. The Greeks called it Pycknos, it was an epi- 
het they gave to two of the genera of muſic, the chromatic 
\Tenh tab onic ; the firſt whereof had twelve ſmall ſenſible 
nals in inthe extent of it's octave, the latter twenty four; 
WF if which are thick, full, or even crouded with minute 
ny vale, when compared with the diatonic, which is quite 
ole. and WR er vals are pacious, having but ſeven in 
e, and theſe by conſequence greater than thoſe of the 
+ others „ the Octave be! ng the ſamèe iN all, From hence 
2755 4775 ay, Maonoc Horde inſpeſſats delle 1 words hromatice 
Fubarmmice, i. e. a monochord whoſe itring is divided into 
lach parts as conſtitute the ſmall intervals — either ot wir 
mera, by which we may me aſure the proportions of the! 
| 3 Oe See DATON Ic, Cc. 
Bucchins ſenior ſays, that this Shiſſus conſiſts of two of the 
i alete or more n inute intervals in either of the genera, 


1 18 raiſed three dieſes. Sce IIISSOLUT 10 4nd PRs 6- 
EC 10. 5 
STABIL I Suni. See SUONT. 


— Weick 


7 


ns were theſe eight, Proflambanomenss, Hypate Hypaton, 
hate Mejon, Meſe, Nete agar Parameſe, Nele Die- 
re called Haryppieni, others Dicks ù the Da pen, were theſe 
e, ipate ny Hypate 1/4 ſen, Hſe „Para mie 6e, Nete Die- 


rug enen. he Apicni were theſs ee, Proflambanomencs, 


are uſed, | | 

1 ACCAT 0, or 855 oc A705, f ſignißies to divide and 
rate each note from the next in 2 very plain and qiſtinn 
banner, and is much the lame with Ops cat. See SPIC- 
Lo | 

STAFF, five linen on wh hos - with the intermediate 


* 


a EMUSIC, 


| Guid, Aretine, the great improver of the modern muſic, 

. to be the Frſt 8 

to de the firſt who introduced the Staff, markings his 
BY ſetting points (.) up and down them, io denote 155 

and fall of the voice; and each line and fprce be marked 

W beginning of the Staff with Pope Gregory 3 ſeven let- 


* A, E, C. P, E, F, G. See Nor. 


9 ON TDEASMUS, is when in the enharmonic genus 


What the ancients called Stabiles or fixed 1 . 


eunmenon, Nete Hẽferbolæon: i theſe, ſays Alypius, ſome 


te Nane, and Nete Hyper bolæen. Theſe fa; $ Recs. 
clas ſenior were in general called Stantes, by reaſon they 
maintain the ſame i1tuation in the tourth, in whatever genus 


Pes, the notes of a ſong or piece of muſic are ma! ked, 5 
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But others will have SY prectice of an older date; ; 


Kercher particularly affirms, that in the Jeſuits libr, 7 
Heſſina, he found a Greek manuſcript of hymns aboy: ray 4 
hundred years old, wherein fome hymns were written N 
Staff of eight lines marked at the beginning wich eig. N 
letters, the notes or points were on the lines, but ro ug. 
of the ſpaces ; but this is not much againſt Guide, tor he .;. * 
but five lin e, and ſet his notes both on them and the n has 5 
But J eſſius ſays this was the practice of the ERH (1s. : 
Guide's time. See GAMUT and SCALE, : 
STENTATO, from the verb Stentare, 1. ff, 
labour; intimates not only that you proceed, but thy: 75 
take bains in ſinging Or playing, 2nd force the your in 08 
part oi a ſong, or on ſome particular ſound, to ear, en 
ſome extraordinary emotion, whether joy, grief, or pain roſe 
10 as to ſeem actually moved in the performance. . JE . 7 
fard | ringe the word from the famous Stenter mentioned « of } 
Hamer, who had a very ſtrong voice. 1 erb 
STENT OROPHONIC TUBE, a Speaking ate. 
{bins 2s thus called from Stentor, (a perſon mentions n own 
the Vth Book of the Iliad, who could call louder than n info! 
men) and $»pn, Voice. bad 
That of Alexander the Great is 3 with which he cue there 
give orders to his army at oo ſtadias diſtance. See TY 8 
STREET TO, Hortned, is often uſed to ſignith that e mac 
meaſure is to be ſhort and conciſe, therefore quick, h bes 
ſenſe it ſtands oppoſed to largo. See LARGO. plays 
STRING in muſic, See CHoRD. or ir 
If two Strings or chords of a muſical inſtrument differ on) In 
8 length, their tones, i. e. the number of the vibe unde 
they make in the ſame time, are in an inverted ratio of t 8 7 
lengths; if they differ only in thickneſs, their found; ment 
an inverted ratio of their diameters. As to the tenſio as th 
Strings to meaſure it regularly, they muſt be co: ice erer 
ſtretched and drawn by weights, then (ceteris paribus) Mar: 
ſounds will be in a direct ratio of the ſquare roots of Opin: 
weights which ſtretch them, that is, e. g. the tone of 2 Seri 7 5 
ſtretched by a weight 4, is an octave above the tone 0 18 07 
String ſtretched by a weight f. either 
Tis an obſervation of a long ſtanding, that if a Via boys, 
Cute String be touched with the bow or hand, 2 other bl Cat 
on the ſame, or another inſtrument not far from it, y 
uniſon, ve, or the like, will at the ſame time tremb bee 
it's own accord. See UNISON. l 
But it is now found, that not the whole of that tba 1 


String doth tremble thus, but the leyeral parts (cn 0 1 


SN 24.1 
ling 28 they are uniſons to the whole or parts oi the String 
5 8 ick, Thus, 
KEE ing AB to be an upper octave to A C, — — 
i therefore a uniſon to each, 1 chereof 4 —4— 
| "ed at 3. 152 
while a c is open, A B be ſtruck, the two halves of this 
ker, that is a band bc Will both tremble ; but the middle 
: vill beat reſt; as will be eaft ty 1 by wrappi: 115 
bit of paper lightly round the String ac, and removing To 
7 n one end of the String to the © ther. In ! like manber 
e Ah an upper tweiith to g 4 "_ conſequent! y an wiiton 
rait's | nree n 4 TI, 12, and 2 < 3 if ac bein 2. Open, A I | 
truck, it's three parts, 4 1, 135 and 2 c, Will e veraily 
Fas but then the points 1 and 2 will remain at 
This Ir IValls tells, was firſt diſcovered by Mr Iii. 
um 1 of Merton College and after Eim, by Mr Pigot 
| of Wadbam College, without knowing that Mr Noble tad ob- 
| ferved it. To which we may add, that Mr Sauveur lons 
ater wards propoſed it to the Royal Academy at Paris as his 


«AF 


| informed by ſome of the membe; s preſent, that Dr Wallis 
had publiſhed it before, he immediately reigned all the honour 
thereof, £ | 2 
STROMENT O, plu ral fromenti, inftrume nts, certain 
machines contrived and diſpoſed by ait in ſuch a manner, as to 
be of ule in imitating the ſound of a human voice; the muſic 
played or performed by theſe, is commonly called organical 
or inſtrumental. See ORGANIC AL. 

Inſtruments are of many kinds, but are eee reduced 
under three heads: 

Firſt, what the Greeks called chords or entata, are inſtru- 
ments having chords or ſtrings, made to ſound by the fingers, 


are played On by a bow, as Violins, Baſs Viols, Trumpet 
Marine, &c. or by means of Jacks armed with quills ends, as 
| Spincts, Harpſichords, Sc. 

| The ſecond, by the Gr-zks call empbhyſcomena, preumatica 

or empneouſta, that are made to ſound by the wind, ys that 
| either natural from the mouth, as Flutes, Trumpets, Haut- 
bos, Baſſoons, Serpents, Sackbuts, Horns, 52. 2 artiff. 
[cial by means of bellows, as the Bagyipe 3 5 and that Winch 
by way of excellence is called the Organ, by the Italians 
called 85 romenti da fratn, | | | | 

So laſt, the Creed, C411 Armfta, the Latins, Pulſa- 
Wa," 2 ind we inſtruments of per cal, 2; becauſe made to [ound 
5 beating 8 chein either with the hand, as Druns, Tabou rs, 
e 1 . Ty mbals 


| own diſcovery, as like enough 1t might : but upon his being 


35 the Lute, Harp, Theorbo, Guittar, and others; or thac 


| 
fl 
| 


to 


42 | 1 Y. | 
T'ymbals, Fe. or with a little ſtick, or ſmall * ros . 
Plaltery and Cymbal; or with a feather, as the dSYPrum's 
Duleimer, or by ſtriking them with hammers, as 


Kercher, * Salms des Caux, 25 Tie, FIT [ 


writers, have given us de eſcriptions of. molt « theſe inf ] 
ments, which may be found in their w orks, and which, : 
give 2 curious reader great ſatisfaction. 50 
ST RKOPP EHE, a certain number of verſes WH 
tain a full ſenſe, and at the end whereof a compoſer en | 
make a cadence (unleſs there be ſome cauſe to the cont; | ; 
before he begins another of the {ſame nature, Sce 80 . 
STYLE, a manner of ſinging, playing, or com: g 
The Style is e the manner each perſon has cithe; 
compoiing, playing g, finging or teaching; which is very die 5 
ici Ent, both wi th. 12 ſpect to different genius's, of count les. 
nations. an of the different matters, places, times, ſulie 
pattons, ae Wc ET 
Thus we fay, the Style of Paleſtrina, of Luily, and of: Cs; D 
re!lt ; the Style of the lial.ans, Frmeh, Spaniards, Sc. Tie fo 


Style of gay pieces of muſic is very different from that e. 
ſerions INES, | ji he Style of church mulic is ver * diſteret 
from that tor theatres e | 
The 85 0 > Tralian compoſitions ; is poignant, for, 
expreſſive; baby of the French, mature "vg ten⸗ 


_ der, Oc. 1 
ft | Hence the various epithets given tc diſtinguiſh the variou N 
1 ch —_ 185 the antient and modern Style; the tali 
1 and German Styles; the cccleſiaſtical and ee Lexles; the 
4 gay, the grave, majeſtic, natural, oft, familiar, gallant; 
1 low, ſublime, Sc. Styles. : „%%% ons 
1 * he Style Netilativoa, or dramatic. in the Italia. n ne 
16. is a Style fit to expreſs the paſſioris. The Srylo ecclr tn fret ; 
wt tu}! of majeſty; very grave, and ft to inſpire devot 0 
wh SrYILO AhteFics, is a various, rich, forid 5 ö 
= of all kinds of ornaments, and of conſequence at 10 
11 Farious paſnons; particularly admiration, grief, & 7 
9  'STYLO Aadrigaleſco, is a Style proper for love, 
Li of the ſoft paſſions. 5 
90 ST-Y LO Flyberchematics, 5 7 4 Style proper to A 
"8 . and dancing, an \ conſequently full of bris! gd; 
444 N Ot Ons 5 | | 
"i 1 85 To OY haniaco, is a Stzle fit for inftrum ena! - 
| 3 as each inſtrument has its particular effects, . ne 
many dAitegene {ymphonica] ROS the Style of: the 
r inſtance, is uſually gay; that of Flutes melanc! ar 


5 
4 * = =y 


POUADING 5 and that oi Lrum pets iprightly and alt 


* 


e 24 
STYLO Melijmatice, is a natural: rtieſs Style, which ar 
Jy almoſt can ſing, fit for airs and ballads. 


STYLG Phantaffice, is an eaſy humorous manner of com- 


r 


. 
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"To 3 4 „„ " S, ; o . - k 4 
on. free ti om all « NMitraints, Ze, See Hr OUSNA'T A and 
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5 W. re introduced. LI3CY had 
. A 22 % 5 * E 1 1 11 - 1 7 4 75 ö * ; ay 5 =o 7 . F 
End ot piece wich the „ Called FAUNA, Which was vel 7 
1 5 1 * 


re t? Fit fit (4 « 
' : 7 92. ot "C0. n i {2 * f I 3 wn 1 
ST Y4 0 WAFFAIEE, OA Ole Hat is Proper ICH dane ing, And. 13 
— 
fvided into as many different kinds as there are diſterent 


nces, 25 the Style of ſarabands, minuets, gavots, ſiggs, ris 
920 One, < Nt T4 ones, Sz "4p | 
SU B. a „ prepolition, ligniſying the ſame as the 
rect 11yþo, the Italian Sotto 6, and the Enolih belmy.: See 
?20POR TION and Hypo. 
] THis. Word is often uſed inſtead of Hg in con 

1 the Ogeet Names of 5 intervals of mulic; as % 4 
lun, 1apente, d rafoſin, th ough nat with tlie create? 
riety,: ind this Goa Hine with reg 10 10 105 era! 
following F antes at certain pitches, the {co 
it, the third below the ſecond, 

ner as Epr., See Epr. 

For what has been ſaid of this pre. Oſition with regard: 
proportion, fee PROPORT Loo, was from the ce the Ha- 
lan took it's ule in their . veral torts E 

Fib ſeſgn 7 terz a, Tr: ripla a: j n! int. iid 50 F (he men 


f ' 
Ne ure of three 
* * * * — * a Ky F , 
. * Ae (| AE ISR . WY a PEP 3 9” a. „ ORF. 
1 1001 which A italtrnk Ci 5 Arter He Cleft KC 3 WH: ern {4 
ws [ F e! ich 180 tt & 1 111: 12 } J &% 1 
10 {iICt] is rhei Iemi-n: T7 1711 141 to One third 01 118 
. ! 1 Li Y 1 8 80 
y r * a" 7 1 * - 7 > 
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ancients called /abilzs or perpetuir, and in their 3: 


S8 0 0 
SUBPRINCIPAL41S Mediarum & Prinis.r.. 


Sce PARHYPATE MFSON, Pan YPATE Hyp; LO ; 
and SYSTEM. 

SUCCESSI ON, when app lied to muſic, mar be, 
fined to be when à continued ſeries of ſounds folly © | 
ceed each other, and may be reckoned one of he's Ifen, 
between melody and harm zony; (fee ME LOD) for it 
tinmuc 0 Succ fr; 77 of ſounds P oda the 101 Hic 15 3 As a comb 1 


tion of them the latter. , 
Of Srctefſion there are two kinds, conjoint and din . 
conſoint Suceeſe 7 is when the ſounds proceed { from gras 7 
acute, or & contra, which make the two ſpecies of s Jus, 9 8 
a e rectus, and redertenßg, W ithaut making anv 5 6 of 
is, ſuppoſe we were to raife or fail 2 ſoun a ks © 
| Fo to ſound all its intermediate degrees, this would le co. Um 
joint Seceſſion, whereas were we to Arike only the firſt and 0 
ſ,unds it would be disjoint, See Dc rus. 8 
SVEGLIATO, a brisk, lively, gay manner of gr man 
or playing, as Maniera Svegliata. i Or | 
SUFFOLO. See ZuroLo. ad 
SUMMU S. See TRIAS HARMONIC 8 
SUMPT IO. See Usus. un 
SUONANTINA, alittle ſhort eaſy Sonata. Sec on St 
 SUONA T A, or Sona TA, the name of certain piece one 
of inſtrumental muſic of two forts, the one for churckos, E. Iice 
the other for chambers and pr ate concerts. See $0x , WTR 
an! Cen dre 80 
UONO, what the ks call P. hon g, the Lat n 
Pk and we Sound, for a definition hereof ſee Sor 7ND noſe ; 
This word is often comfounded with vx, v3: ce, chard, t:1 & to 
note, & c. as that nothing is more common than to lay the und 
chord, tone, note, or found A or B, todiſtinguiſh the. 5 1 nen 
expreſſed by thoſe letters; but ſee theit diſtinctions u q jerly 
articles Tone, Nor E, and Cnorp. „ 108 
Muſicians ordinarily diſtinguiſh three ſorts of ſounds, ? ö 
grave or low, high or ſhrill ſounds, and ſounds that ,es, 
middle pla e; and beſides theſe there is an infinity of 0! WI 
differences, ſome of which we ſhall here ennumerat* pitch | 
SUONI Alterati, ſuch as are raiſed or jowered |y abo 
theſe marks & & or commonly flats an 1 RY GRE 
FLA and SRARP. Soc 
Svoxt Antiſoni, is ſuch as though diſtant from cone 200-WW's (ai 
ther one or more oCtaves, are yet alternate concords anon re fic 
| themſelves. — | luc} 
Su Apicnoi or r Apicni, are thoſe between uch 25 it ak 
Wits 


gere Pro \mbanomenss, za Symemmens , and N. te Hyper 8 85 

. ſee beach under its proper Article. 

e n thoſe which the ancients called iπνσσπjͥ⁰ebile Ty 

ii. or prpetut, of which rank were the ſypate 2 

Mate 1 Mn, Mee, age and Nete Dizezeugm non, lee 

„ ins place. | | 
ant Chrematict, are ſounds raiſed above thcir natural 


Hy 


4 


Cu ROM AT AC. | | 
von! Conſoni, are what we otherwiſe term concoids, Ser 
7 V-COR D. | | 2 


ice, neither alcending or deſcending £ DUC kee ping in the 
me pitch. | | 

Sons Diafeni, the ſame with diccords, Sec DISCORD, 

1 Diatonici, natural and moſt eaſy ſounds, tuch as a 

an is qualified to fing, or bas proper organ well diſpoſed 
vr that pupoſe, without the afl liſtance ot art. dec DIA T Ne 
oy Genus. 

& 4 


funds, See DISCORD. 
uon! Diſtintts ſounds ſenſibly Gps ted or ftioouithed 


nao 8 3 Crrorn. 


vox Hemeli, ſounds unfit for melody, but then as there | 


17 s n0 > Gan but may be uſed, to make this intelligible, ſup- 


"ſe a ſong to proceed in a particular kind of fourth as from 


15 A to D according to the order of B quadro or nat: Wu any 
de bund chat has not a ſuper particular ratio, which of conte . 
oence muſt have ſome ſuperhuity or redundance, may pro- 
| rely be called a Sort Ecmelos, and is not proper 5 5 be 
btonght in. 
50 o Emmeli, ſuch ſoundras are ca hls of jaakiiin me- 
des, and thereſore ſays Boztius contrary to Ecmcli. 


>? about a quarter of a tone, and which i is the leaſt ſenſible 
interval in muſic. See DIESIS and Er HARMON Ie. 
Suox ! 6 ſoni is moſt properly applicable to uniſons, yet 


re from another, yet when ſounded together affect the eat 
ba ch a manner, as that they ſeem one and the ſame ſound, 


|; nd its double 5 


ien a ſemi-tone minor by the chromatic dieſis $, Ser 


SU ON! Centinui, ſuch ſounds as are held out or continued 
er the pronunci: ation of ſome ſyllable, or the ſtate of the 


von! Difjant, the ſame with Suni Diafoni, diſcordant. 


one " qe is be it from the different tenſions of the 
(ice or chords that form them, or any other cauſe. See 


$1081 Enbarmonici, are ſounds raiſed above their natural : 
"ch by means of the Enharmonic Dieſis, which is agreed to 


ts (aid of ſuch ſounds, which, though different and diſtinct 


bi toe lame pitch of tune. Such are the extreams of the octave 


817 2 4 
WOUND. 


— 


| 
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SvonNT Flomphont, the ſame with uniſon, IN 1 
SuoxnT Meſebieni, are amongſt thoſe which the « 
called Mabiles or Vaganes, and in their ſyſtem 0 
theſe five. Parhypate HHypaton, Parhypate. Mile, Tir, 
menon, Trite Diez.cuomenon, aud Trits Hyperbolo+ Q 
in its place, | 
SON Abies, moveable ſounds ; the 3 q 1 
founds of every tetrachord of the ancient ſyſte, 
able. See GENUS. 
SUONI Naturali, the ſame with Diatonrc, 
TONIC, x | 
SVN I nor Uniſſoni, ſuch as differ | in gravity al 
of this rank are, Conſort, Emmett, Di font and Femme, 
SuONT Oripi cn; thoſe ſounds between the mo webs 
in the ancient . yſtem, which were theſe five, IL. an, 7, 
ton, Lychanss 297 fon, Paranete Synemmenen, Paranute lia 
menen, and Paranete Hyperbalgon, and theſe were ths 
notes but one of every tetrachord in their ſcale, 
its place; ſec alſo 8YS TEM. 
SUONT Parafon:, or ſuch ſounds as have bot ween th N 
the interval of a tourth or a fifcd. or their double, 41. 
fore concord. | | 
SON Stabil, or berpetul, were eight ſounds in the zg. 
cient f; "IDE which were the higheſt and the lo- weft} of enn 
tetrachord : they were thus denominated by reaſon they c 
not change their place by means of Dtefes, eithor bromid 
or enharmonic, but always remain in the tam: 


"Tor 


UN, 


— 4 
— 


1a 
18 iz} 14-733 


whatever genus they are uſed, in oppoſition to the two mit 
if i dle ones, which were liable to fuch ec and Cu 
oth ..-_.. called Meſepicni a and Oxipicni, which properly belong 9 the / 
1 Harmonic and Chromatic Genera, There are two Feet 01 ith 


da. 
e 


bijes or ſui perpetui, Oxpieni and Baripicni N ch lee. 
Tis not thus (fays Mr HBroſſard) in the moder: 
there is no ſound therein, but may be alter'd by an ct! 
Hat or ſharp, & or 4 ſo that among us, fays RT all the found 
are moveable or vagantes; but this nwſt be ande ite 64 that tha 
we ſhift the key, and play more according to fancy than 
for every particular key in the modern as well as s & At 
ſyſtem has in it pa cticular ſounds, which are imme, 
Or perpee: 11, | 
Svon I Pagantes, the fame as Suomi mobiles, 
SUON 1 Uniſon, the fame with FHomophoni. Sec . N70 
Beides theſe diſtinctions 12 are many others, fat 
le var, ſoft. imooth, roughly { uneven ſounds; Se i 


—.— 
— ———ů — — — —— — 
—————————— ——̃ ̃ ͤ—— 


— 


—— — 
. 
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Synemmenon Tetrachurd 


—_— SEES 


© <7 
Stabilis Mos 4 Baripicn 98 

ww Aobilis Trite Synemmenan N Þ Me: pics 

h Mabilis Paranzte $ Vremmenon ( Oxiprenss 


Stabilis Nete Snemmenon O Baripinos 


—— 


| Seal:hs 


. 


2 * 5 
A. Apicnes | 


. oflambanomen 2; 


bY ab; its — — 1 Hypate Hypaton 71 Jar FISTCHS \ 

Lab ls anne 2 Parbypate HFiypats C Meſepicnss Hater 41 
_—_ — 2 Lychanss Hh * — DO tie no; S 5 ; 
Stabilis — 144 Hypate Adeſo . — £ er an 4 

Ai, — Pr}; Mefon — F MHeßpicuos Jen 2 65 
MAobili . 3 Lychonss M: n — 6 dom * e e 
Stabilis — — 4e. A ' Baripicnos / 6 


1 Pa, ame; 2 — — Sertows” ext 


Ny. favs 


* 8 
23 7 Beripenas 


Atobilc 2 Trite Dirzeu gien 2 Heſepicnot N Diezenomat? 

Atbilis 3 P aranete Dee — 2 Ovipic nas 2 : | 

Stabilis — I þ 4 Nets Die ReUgmMencn E Baripicnrs\ = 

Ae, —— 2 Trite Hyperbolem —— Þ Meſopiems u 4 
Labilis — 3 Paranets Hyp Fon IEA CR 6 Ore en } Berbel. 4 ” 

Stable. * Nete I Perbo 2 A Apicnos + 
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SUPER li ariiente quarta and ſuper quadr. Aa 
duodecima, 1 IS 4 ſort of 9 ene See 2 350 3 1 
This again, is a fort of Triple, which the 75 b 


+ 


tuplo di Semiminime, and triple of fix for four, 


ed after the Cleff C +, in which ſix crotchets are 
compleat the bar, inflead of four in common tin 
TRIPLE. | 
SUPER 6b: partiente Teraa Yer PRO PORT 10N, 
SUPER quad: i partzente a ma, or dedeupla d. 
is a ſpecics of triple, wherein twelve quavers arc <5 
a bar inſtead of eight in common time, thus 
the Cleft. C | 
"SUPER puadri partimnte 0a. . ger Pabro 1 
8 'TrRIpL x. 


Terzw 


8 0 p * RNUMER ARX, in muſic, called by 


- Greets, Pr flambanomenss, is the laſt chord added 10 th AI 
ſtem, anſwering to the 4 mi la of the firſt Octave of fle 


* 


modern ſcale. See Dla GRAN. 85 
8SUPPOSIIT ION, is the uſing two ſucceſſive nate 1; 


equal value as to time, one of which being a diſcord fun. 


_ poles the other a Sec See H ARM ON. 


The harmony Mr Malcolm obſerves, is to be - alwa 6 fal 


on the accented part of the meaſure or bar, and void gf 


diſcords, yet here diſcords by proper reſolution and prepary 
tion are even neceſſary, and muſt be uſed, otherwite cal No 
paſting notes; on the unaccented part of the mealure dic, 


by conjoint degrees may paſs without much offence, and | i 


not there required, that the harmony be ſo compleat 45 ni : 
accented part. This tranſient uſe of diſcords {ullowel h; 


concords, makes what we from the French call $ypy Fra 


See Cox coRx D and Discorn. _ 

There are ſeveral kinds of Swuppaſt tien ; the firſt when e 
parts proceed gradually from concord to difcord, or e c 
from diſcord to concord, the intervening diſcord ſerving on 
as a tranſition to the following concord, 

Another Kind is, when the parts do not procerd g N 


from diſcord to concord, and vice vera; but deſcend ton. 


the diſtance of a third. 

A third kind, like the ſecond, is 3 the riſing tot 
diſcord is gradual, but the deſcending from it to the folie 
concord, is by the diſtance of a fourth. 

A fourth kind, very different from all the reſt; is, When d 


A 


discords fall on the accented part of the meaſure ; and! 


riſing to it is by the interval of a fourth; in wy ch caſe 


avio lutely neceflary 0 dolle it ipmediately, by 


a. EIS 


cent into A concord, that has juſt been heard in the har- 
ny, to make the preceeding diſcord pals without notice, 
only fee a trantition into the concord, 
"Mr Broſard 195 us down the following rules of Su : 
+ Erit he ſays, the notes of the part that moves while 


other holds out, or continues om a ſound, mult proceed 


Haeint degrees; if the 'y 1 otherwile, that 1s dis oiut, 
mut be al! concords, 
lk two notes are play of to one of another part, 
0 mu ſt be concord, the ſecond only may be diſcord, 
ncvertheleſs m uſt be tollowed by. a concord } in conjoint 
£ MIR either riſing or falling. 


Th. [f four notes are pl ayed to one of. angther part, as 


bur crotchets to a ſemi- breve, only the ſecond and fourth 
1 el to be diſcords; and confegüen tiy the firſt ang thi ird, 


dea giadual aſcent or deſcent are to be concorde. The firſt 
. of every two being reckoned long or accented, mut 5 con- 
te cords, the ſe cond and fourth ſhort OF UBACCE OY may be 


cord. See ACCENT. 
Pirthly. When three Notes are played to one, they wut 


fab. all be of equal value, as in the meaſure 1% Oo, c. the 

| ſecond muſt, and ſometimes, though very rarely, the third 
das be diſcord, and the fir ſt always concord, CO os 
0 gf If the firſt of theſe three be as long 5 the two other, it 


muſt be concord (very rarely diſcard) he fecond and third 
may be diſcord, or either of them at pleaſure. 


le the laſt be as long as the two bt, the firſt of them muſt 

de concord, the ſecond diſcord, and the Jong note may be 
n th either as 8 n ſerves 

ed þ Tafth. If theſe three He} | op oqual value, | | wut preceeded 

(11.0.8 p. miſc equal to one of ben. the Hrlt of thoſe left may be 


concord. 


[ul | | 
conied 74 now, ſays that STS the 2 rules are not ſo re ularly 
only ſerved as they ought ; for ſometimes, when four crotch-ts 
Ir hel to a ſemi-breve, the ſecond is made diſcord, tho? 
adud A proceed ng by conjoint dep A, the third and fourth con- 
0 i: "ll cords; ſometimes the firſt and third are concords, the ſecond 
and fourth difcords, or even the firſt, ſecond and ſourth con- 
0 t bc de, and the third only a diſcord, Very often, continues 
15 1 et our ſemi-quavers, tho' in difterent degrees of tune, ate 
reckoned or one grote het; but 'tis the quicl Enels of the mo- 
then a, Or the neceſſity of favouring ONE” expreſſion, that in 
and th meéaſure excuſes theſe irregularities an. 1 tc leſs com- 
cal won they are the better. 17 5 1 


YU RA. See EPI and Hr ER. 


IN — 0 5 | 8 
* 


6 1 * 


z diſcord, becaui. the pauſe is reckoned in the place of the 


3 
— 2 


rr 

1 n : an 
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SYN 
SY, one of the ſyllables uſed by the French to 
certain ſound in the ſcale of muſic; for it's invention ſ. 5 
The note expreſſed hereby anſwers to the Hypate 5 hy 
of the ancient ſyſtem, and allo the Parameſe it's 0911+ u. 
de hen 
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SX preſ, 2 


natural; but if it have this character & before it, t th. >. 


Synemmen'n of their ſcale, and our B moll or flat. "A % 
PATE HyPATON, TRITE SYVNEMMER NON 1 
MESE and SYSTEM. | 

SYMPHONIALE, a word often prefix'd t 
canon or fugue, to ſhew that it is in uniſon, { . "A. 


' 5 . he 1 « 
intervals, ſounds, notes, &c, the third to obſerve het 


. | | Ane! 
with regard to the ſecond, and ſo on, See SyMpyoyy 
SYMPHONY, in muſic, a conſonance or concert of] 


ſeveral ſounds agreeable to the ear, be they vocal or 


+ + 
it y® 


mental, or both; and may be alſo called harmony. See HA. 


MONY. 5 


Some there are, Who reſtrain Symphony to the (ole wif, -t 


inſtruments: In this ſenſe they fay the Recitattyps of 5iot 
an opera were intolerable, but the Symphonies excellent, % 
GON Ga , | — | 5 

The ancient Symphony, moſt modern writers are wy 


think, went no farther, than two or more voices of inf. 


ments ſet to uniſon. Mr Perrault has endeavoured to roy 


that they had no ſuch thing as muſic in parts; at leaf, (4s 
he, if they ever knew ſuch a thing, it muſt be allowed te 


have been loſt. See SYNAULIA,. 


Tis to Guido Aretine we owe the invention of comnoſitiuns 


in parts; *twas he firſt joined in one harmony ſevera} ding 


melodies; and brought it even to the length of four parts, 4 
bas, tenor, counter-tenor, and treble, See HRM 


Mr Lopv, TREBLE, G. 
SYN APH E, a Greet term which ſignifies, according t 


Boztius, Bacchins ſenior, and others, conjunction; a cl 


ſaid to be conjoint, when ſo placed between two fourth. 
it is at the ſame time the higheſt of the fourth below i: 


AT $*2 8 
* 


lowelt of that above it. 9 5 5 
Baccbius ſenior gives us three Synaphes ; for, favs be, th 
are five tetracords, Hhpaton, Mefon, Synemmenmm, Mint. 


men and Ilyterbelæon; now the Hypaton tetracord Hine 


to the Meſen by Hypate Maſen, and Meſen to Syrommenn 'f 


bs s 


 Meſe, and Dienmeug menen to Hyperblolæan by Net, Dit: 
mie non, 1. e. there is a ſoumd or chord in each of these tetris 


cords or fourths, that ſerves as the higheſt of ond ud lowet 
of the other. 


oy, 
W 3 


Pat} 


3 ö 0 0 ; * that A. | 
| ſecond part is to follow or imitate the firſt in . 


deR 


79 
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yNAVLIA. in the ancient muſic and concert of 
performing alternately without ſinging. 

Mr Malcolm, who doubts whether the ancients had pra- 
erly any ſuch thing as inftrumental muſic compoſed wholly 
r inſtruments, Without ſinging, yet quotes the practice of 
yaaulia from Athenæus. See SONG, SYMPHONY » HA R- 
vony, MUSIC and SINGING. 

TY NCOPATION, denotes a ſtriking or ki of 
eme, whereby the diſtinction of the ſeveral times, that i is 
qarts of the e is interrupted, See I 1 E and Me A- 
zURE. 

Or it is more particularly uſed for the connecting the laſt 
.ote of one bar with the kart of a following one, ſo as to 
mke only one note of both; tis allo ſometimes uſed in the 
middle of 2 meaſure likewife when a note of one part ends 
vr terminates in the middle of a note of the other; but this i. 
:therwife called binding or legature. | 

Syncopation is uſed alſo for a driving note, i. e. when ſome 
ſhorter note at the beginning of a meaſure or half meaſure, is 
"x Wa lowed by two, three or more longer notes, before any er 

eccars equal to that which occaſioned the driving note, to 
t to make the number even; e. gr. when an odd crotchet comes 
by fore two or three minims, or an odd quayer before two or 
more crotchets, Sc. 1 Ss 

SYNCOPATO Contrapunto. dee SYNCOPE and 
the art a | | 

NCOPE, ſignifys the 8 of à note, uſed when 
two or more notes of one part anſwer to a lingle one of the 
other, as when the iemi-breye of the one an{wers t2 two or 
ute notes of the other. 

But to have a right underſtar ding of the word "I oe, it 
mult be obſerved fir/ 75 that every bar in common time has two 
wrts, one of which | 18 when the hand falls, the other when 


RKI. . 


p 


4 
* 
* 
1 


Lecendly, That any note v wich contains two times, or a 
nike and fall of the hand is diviſible into two parts, for the 

it whereof the hand goes down, for the aft it riſes. 
Thirdly, That every note (tho' of leſs value than a ſemi- 
breve) being diviſible into two others, hy Arſt thereof muſt 
e during the firſt part of the meaſure, or with a rife or fall 
of the hand, the other part in the ſecond. 

a notes do not follow this natural order, that 

en the firſt part is not during the riſe, and the other Ir 
| the i fall ol tae hand; or when the firſt part of the note is not 
„oe in the firſt part or inſtant of the riſe or fall of the hand, 


it u {aid to eee, from Jynkopto, fern, verbers, — 7 
NE 


2 


2 | i rife, 
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of a ſongs! in mournful languiſhing expreſſions , 


of forming that agreeable contraſt between contro! ' 
cord, ich makes the chief beauty of the moiy!n 
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Prite, beat; thus to Liftinguiſh the times of the meaſy; 


conſequent!) v When one or more notes are placed between +; 
others, which are but halt the value of that in the 2 


oo | i i 2 5 T% f l A firſt whercof {> 1/4, with 


* 


a fall, or in the in ſtant of a rife or fall; or when inſtenz x c. 

; » . f . 13 * 
that firſt note there is a Pau of its length, as === | © 
| | | 6 e eee em i 


= or 7 inſtead of cl firſt note, there ate ty; iN of 

* ; | 118 

equal to it, as 12 51 = theſe may be a oper 5 
8172 N 15 in 
to he /ynropated ; Wer ate in ſic what feet arc in pen, an 
It muſt alſo be remarked, that Syncope: are Writ thr x] 
ways 3 hilt, by a figure only, which was the practice of tc WM on 
ancients, till. thoſe perpendic ular lines, which we call bat, / 
were ted; when the note was N into two other 2.CC 
each of which was its balf, they marked it with 2 emen 
I, to ſhew that thoſk two make but one; This make ein 
what the Italians call Note legate, and is uſed by reaſon one dice 
of the notes is in the latter part of a bar, and the other ſl fo 
the beginning of thenext Womit . the e 
The third, which wa highly diſapproved by the an more 
cients, and which at preſent is very much uſed, is, Abe it; 
fer the application of ſome word, or to give a'brisker motif 
to the long, the notes ſo parted by the bar, Were 1:00 and ung £0 
tyed. It 01085 happens, that the firſt of thoſe two notes 1 * 
vided into van. % OURS! of lets Value; and” this may de „ 
two Ways; efirſt is, by a dding a point to the fg Wt 
twonoics t! 15 lor this ſu! diviſion, and followins 5 wit the: 
another of equ; al value w. ich it's DO! int; the ond 15 Wei 
both ot them are of equal length. All thefe ways arc , 5c: 


mon in the modern practice, but ſhould not be uſed with 
neceiſity, cr for ſome particular reaſon. 
SYNCOQPE, is often uſed in melody, or in the 


to cxpreſs {.ghs 1$, and very oſten on the contrary in qu men 
nents, to excite joy; then cauſ ng certain len 
among the notes proper to that end, But it's orc 

11 harmony, being as it were the lite of it; by 


*. a = 
E 
2 ͤ — 
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| ind is that part of the ſcience, in | which, favs Mr Breſſard, 


we have any reaſon to think, we excel the ancients. 
With reſpect to harmony there are three Syncofes : . 


The Hrſt is, when all the parts Ancope at the lame time, 


«without di (cords ; ; think! ng it ENOUZ to move uniform ly, 
intra y to the 3 order of the meaſure, II his the Le. 
01 E = 1] ye pe EQUIVEZGINS, It 1s not allowed tc be any thing 
| ore] Jy judges of narmony; and therefore is very ſel- 
40 m met with.: 


The ſecond, little better «a the firſt, is, hen only one 


_ = of the parts fyncopes, and vet without diicord. In Halians 


be ted; the Latins term it Syncope he conſauan, deſoluta. 


| The laft is, when only one part ſync ches, and chat to briag 
n ſome diſcord,” and is the Contrapunts | {ncopats of the lta- | 
ans. | | | 

5 This is the principal; we {hall therefore give the reader 

bone obtervations hereon. | ; 

* Ju then, the diſcord muſt not be on the fonceped” note; 


en concord there is indiſpenſable, whether perfect, as oftave 


ire BY 41d fifth, or imperfect, as third and {ixth, as well maſor as 


eb inor. {his makes what is otherwiſe called preparing of 
„cord, ſee Dis cox D, where the manner of preparing and 


„bling them is explained, The fourth indeed, which in 


the opinzon of ſome is a concord, of others a diſcord, but 
„eee generally allowed both by the ancient and modern Theo- 
et to be a concord, is often placed on the firſt part of the 


to e, el to orm a cadence ; and as it is accounted | 


gu concord, this docs not contradict the rule abc vementione 


454 


Hebe; buy as theſe diſſonances muſt continue on the ſes. 
wnd part alſo, and the baſs hold on the ſame note, this oupht 


ther to be reckoned e than Sync che. Sce Su pPO- 
1 ION. | 


unt 


pit the redundant or defective eights and defective ſecond may 
emitted on the ſecond part of the 5 Yicdhe, The ancic nts, 
I Mr Br ard, only uſed the ninth, ſeventh and ſecond 

metimes, but very rarely, the faiſc fifth and tritone; ang 
[ever any other diſcordant interval, whether ſuperfluous or 


Third 14%, The cor 41 müſt not reit x N pon the & Ty ug: Pe more 
ban one time of the meaſure, and it af x my time it be be 
wry upon any occaſion to divide tlie ſecond part of the ©; 
ata two, the ſecond note muſt not be bon the alte 


1 


tis called Contrapunto legat”, br cauſe the ſyncoped notes muſt . 


We alſo find ſevenths, ninths, Oc. on the firſt part of the 


dec ly, According to che Es Rook practice, any diſc ord 
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cope; ſecondly, the part that Hhucopes muſt never riſe, hut on 


two ways in modern practice ; the firſt is, dividing the ſecyy/ 
part of the fyncoped note into two, three, or more of |; i no 


equal parts, the firſt whereof reſts on the fame deprce d 
the ſyncoped note; the ſecond (which may be fubdiy dd in WY | 
_ any number of leſs value) riſes or falls to one of the cords in MW inte: 


degree with the ſyncoped note, but on the depree below if 0 
that which reſolves it into a concord. 10 A 
Fourthly, For it is not enough to make and prepare a m: 


cord, but it muſt be reſolved, that is, it mutt be fo, WW 
either mediately or immediately by a concord ; and firft, hi het 
muſt be done in the time of the meaſure following the * | 


the contrary mult fall on the degree immediately bel, ba and 
ſyncoped note; never lower, for that is the found that reſol1e 
the diſcord, 

 Fifthly, We fay mediately, becauſe often they fall on h et: 
third, after having paſſed a falſe fifth, before reſolving g,. 
fncoped diſcord ; ſometimes before falling on that third, me! 
Hyncoped fourth is palled, to which the falſe * ſtand: _—_— 
oy ere 

Sixthly, The third rule above i is in all appearance e\aded 


value, before falling on the note which refolves it; the 
cond is, by dividing the ſecond part of the Syncop: in 0 


the accompanyment of the diſcord, before it comes to the 
note which ought to reſolve it. | 
The follow ng is a table from the Pocket £rmm! ci d 


Angels Berrardi, which ſhews at once what the concords ze, 
that reſolve each diſtance the moſt naturally, whether tlie ups 
per or lower 125 "ge. 1 85 


8 When the t: vebli or upper part 


fyncopes. 


The 2d is refolved by anal. 
'The 4th by the zd, 
The 7th by the 5th or 6th, 
The 9th by the 8th, 
The 11th by the 10th, 


| Je. 


SYNCOPSIS. 


The 4th by the 5th, te t 
The 2th by the geh. Pat 
[The gth by the 10 eu. 
The itth 7 the 12 ny 
Ec. 


„ 
SYNEMMENON Tetracorden, Note, 


When the aſs or Inver e e 


fone Mes, 
" of & +S 2 


The 2d is reſolved by the 4, 


Z Paranttt 


Trite Synemmenan, See NET E, PARA NETE, 1 2 i 7 5 a” 6 


SYSTEM. 


SYNEMMENON, p hel, adjuſted, is ; the name ie of on *. 


the ancient Greek tet 


zcords, added among the ot. 19 6 


heir ſyſtem, to the end that a found might fall between Al, 
nd Parameſe, or our A and B, which were diſtant a tone 
major 3 and by this means came to be called B moll, or the 
onder of B flat, as the other betore ſuch diviſion was called 
reccare Or natural. See GkNUS and TrxTRACO RD. 

The B moll hexacord in Guides gamut, anſwers to the 
fy mmenen tetracord of the Grecian ſyſtem. dec GAMUT 
ind HEX ACORD, | 

eYNKOPTO. See SyrWcor z. 

5YNTONO, this name the Grecians gave to a Pecles 
«the diatonic genus, Which was nearly our natural diatonic; 
„it now it's fourths and fifths have been tempered for inſtru- 
mer ts of fixed ſounds, theſe are not of conſequence mathe ma- 
cally juſt 3 this is the caſe in which our Harpſicords and Or- 
guns ſtand at preſent; but ſee more fully under the article 
TEMPAR AMENT. 

SN ONO, ſays Zarlin, is the ſame with the Hiperhdian 


mode. e HYPERLIYDIO and Mope. 

Þ SYS T E M, a compound interval, or an interval com- 
wy ole! ot coliceiv ed to be compoſed of ſeveral leſs, ſuch as the 
110 Ke, Ser OCTAVE and INTERVAL, 85 
Ys The word is borrowed from the ancients, who call 2 ſumple 
nr Diaſtem, and a compound one Men. See Di as- 8 
} the TEM. 

Lo there is not any interval in the nature of things, ſo we 
2 only conceive any given interval as compoſed « of, or 38 
8 » the ſum of ſeveral others, 
6 uh This diviſion of intervals there oro only relates to praflice ; * 


lo that a Sy/7ern is properly an interval, which is actually di- 
ded in practice, and in which along with it” 5 EXLTEAMS, we 
„ eccive always ſome intermediate terms, 
| Ide nature of a Sy/em will be very plain, by c. conceiving 
= interval, whoſe terms ate in practice taken either in im- 
e ae ſucceon, or the ſound is made to rife or fall from 
ne to the other, by touching ſome intermediate degrees; fo 
at the whole is a Sy/fem or compoſition of all the intervals 
tween one extream and the other. 
55 TE Ms of the ſame magnitude, and conſequent! y "the 
nc degrees of concord and diſcord, may yet differ in rc ou 
i ther compoſition, as containing, and being actually div! 
fel into more or fewer intervals; and when they arc equa} in 
1 1 at reſſecd. the parts may differ in magnitude ; Laſtly, When 
w 3 conſiſt of the ſame parts or lefler intery als, they may dit- 


kt al to the order and di ſpoſition thereof between tne two 
eam, | 


e 
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vals are inconcinnous, ot badly * between the two ex. 


intervals at leaſt, diſtinguiſhed theirs into pe fect and im; 


cords, and their neceſſary varieties; for ſome amo 1 th 


Were all to be conſtituted and ſubdivided the ſame wah s, 
firſt; fo that when We know how the octave 18 dAtvicech 


There are fer: 1 diſtinctions of S1/tems ; : PIP wo fl 
able are into concinnous, and inconcinnous. 

Concinnous S;/tems are thoſe, which conſiſt of fuc] 
25 are fit for mulic; and thoſe paris placed, in uch. | 
between che extteams, as that the ſucceſſion of (1; 
from one extream to the other, may have a good effec 
CoNnSONANCE. 

The concinnous Stems, accord! ing to Euc. id. © Dia | 
faron, Drapente, Diapaſan, Diapaſm & F Diateſſarin, I); 
paſen & Diapente, and Bisdiapaſon. 5 3 

Inconeinnous Sy/ems are thoſe, wherein the ſimple inter 


ek. 


rem 14 . 


41 
. 
ul 


Seo 


Lreams, 


| 0 
'The inconc: nnous, that xickor ber e, are al! le 5 thin | 
the fourth, and all thoſe ſituated between thoſe abovemen- WA tro 
| tioned. 


A SyRem is either part eater or univerſal, 
An univerſal Gem is that which contains all the partichs 


ar Sy/tems belonging to muſic ; and makes what the anden! þ 


called Diagram, and we the Scale of Muſic. See OC ALE, 


The ancients who agree, that a Sy/fem is compoſed of (yy 


fect. The Bisdiapaſon or double octave was reckoned a ne 
fect $1/tem, becauſe within its extreams are contained exan 


amples of all the ſimple and original concords, and all i in 
variety of orders, wherein their concinnous part: ought to li! 
taken; which varicty conſtitutes What i call ſpecies tleref 
figures of conſonances. Zu 
3 Sue leſs than the 5 adi rapaſen, \ were ro ckoned imp! 5 ara; 
fect. ER _ ; 
The gouble octave Wa 5 ne Sy emo maximum © imme e 
tim, becauſe they took it to be the greateſt ext nt 01 e d 
reace they could go in making melody; + but this muſt not! ther 


LINE 
I Y 
Mera 
f the 


No ty 


undgerſtoad Ji iterally, that it was their greateſt comp? 05 but 
little more at large; that within the compats there Wt 
contained,” as has been fa] d, examples of all the ſimp 


indeed added a fifth thereto for the oreateſt Sy/tem ; 5 r 
octave or Diapaſon was reckoned the moſt perfect % 
with reſpect to the agreement of its extreams : by thit | 


? 


8 
many 0. Gaves ſoever were put into the greatett &1/1c1/, 0 


in 1 


1 2 350 the nature of the diagram or ſc ale the v IN 0 VM 
of - conſtitute the Genera Meladiæ, Which arc fub DUIVIG 
ſpecies ee SEN Us and SPECIEsS. 
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According to Bacchius ſenior, the Sy/tema immutabil. con- 


bl nc two perfect Syſtems, the one was conjoint, as Diapajon 
pd Diatefaren, the other — as Diapaſen and Dia- 


. 


la the efr of ſtate of the Lyre the tetrachord was the greateſt | 
which was called by Boetius the Syſtem of Mercury, 
aſe & »poſed to have been invented by him, about the 
„0 vear of the World. 

"This Sytem ran through many hands, and roſe to a 
Cyenth, in which there were two conjoint fourths, 
4 7 „ 4. 
„ , 


4 25 


— 


See TETRACHORD and Cor. 


ox T. | | 
But it was ſoon found that a ſeventh had not ext nt. 
mough to expreſs the ſounds a of human voice; wherer on 
a e ghth c mord was added by Pythagoras, and the & fem 
ty degrees was encreaſed by others to a double cave, or 
tfreenth. Sce Oc T AVR. 
Between the two loweſt chords of each fourth there 
wis an interval of five commas, or a ſemi-tone major 
ind between the two higheſt but four, or a ſemi-tone minor; 
ind between the two middle ones there was a tone ma jor; at 
aft, ſays Mr Broſſard, this is the opinion of the ancients, 
dee CO MMA and SEMI- TONE. | | 
In this ſtate the Sytem was called di atomic, 1,6; pro- | 
zeding by, or compoſed of, tone s and ſemi- tones, and 
liercfore very caſy to ſing. 5 | 5 
But as there was a tone major between Meſe and 
qv which made the fourth from F to B redun- 
kat and difagreeable, another fourth was inſerted, called 
Irite Hynemmenon, to make a ſound tall between them, 
Ind divide that tone into two ſemi tones, one inajor, the”: 
ther minor; this is our B flat. Lee TRI T E and 
Lrar. i 41 
t was this put ele of Mileſus upon dividing the 
tervals c d and f g, which were ihe middle chords 
the tetrachord, and at the diſtance of a tone major, 
to two ſemi-tones 3 and that by means of a double 
els # : theſe were called ſaoni mobilt, (ies SUONO) 


— 


tence ſprung the chromatic genus. See Gy EXUS and 
RROMATIC, 


Bit he did not divide the intervals 1 e and g a, an nd | 
ich were the higheſt chords of each fourth in the heptachord, 
cauſe they were but tones minor; thoſe therefore wore 
led [Joon ORR, x or fixed founds. See SUOND and GENVUsSV. 
Sg 1 N 


1 At length Olympus, OD the diviſion Of the -% 
1 major, thought that the tones minor might. allo e r 
Wil. ne therefore placed 2 chord between the two awed found a 
I each tetrachord, 2. e. between and c, eandf,, and another . 
10 tvreen the ſecond diatonic of each fourth and che ni l 
. which was a ſemi- tone higher than the diatonic ; + Wy Thy: J 
hy i h aroſe the enharmonic genus with it's dieſis See ©, 8 0 
1 mMONIC and GEK Nus. 
. "Theſe three genera being reduced into one © Ate , rake 5 
Ul what the ancients called Genus Sprffum, (See Sr 165 An , 
1 i the ſounds of the fourth ſo divided, ſtood thus the js wh g 
Wo, notes are the diatonic, the two firſt black ones wabarnign 4 
1 and the breve chromatic. | ©. _ 
5 { E. | | | | de 
| . BY | 1 2 | 
ll ä —— 
4 F | „ 7 * ! 8 . 5 
id | In this the fourth was compoſed firſt of tour date 1 
3 chords, 5, c, d, e; ſecondly, of one chromatic, a ma 
1 higher than c; and laſtly, of two enharmonic, the ſec A 
11} whereof divided the ſemi-tone. between c natural and tar 
1 into two quarter tones. 
"NY As to the intervals bathing: c ſharp and a, and that between | 
18 4d and e, they were not divided in the ancient Si. in; 100 
"a card they were thoug! at very ſmall intervals, and incapable [ 
. fuch diviſion. * 
1 Ihis then, according to the moſt general opinion, was th be 
188 | Nate of the ancient Sy/em, though fome there are who ha ts 
Wl. upon this account as fabulous, and take the word tetrachord 00 
18 in a different ſenſe, and divide itin a quite different manu ; 
HR for which ſee TETRACHORD. | the 
41117 - The Græcians finding the names of the ſounds inconveiient F 
i | 7 5 dec; 
THI by reafon of their length, ſubſtituted the letters of their ne 
74 phabet in their ſtead, ſometimes ſet one way, ſom cti) mes 2 
0 | nother; as, upright, fide wile, up- ſide-down, a-ci , 6 7 
_*_ the manner whereof may be ſeen in Aiypius, f whom e. 
11 | learned Aeibomius has given us a copy aud tri nil on wic * 
wy. notes thereon ; as alſo in the works of Boitins, P. Merſemg 
{il 2 and EK ereher. But it muſt be obſerved, that they placed ©: * 
if Mon one line, immediately over the words of be bur 
[i The Lat: 15 eated themſelves of this burthen, f [101 A durch end 
10 it muſt! be, to remember 1240 characters, which is gener birt 
Ih accounted the number of; thoſe the Græcians uſed) 2nd 11011 5 
tated the letters of their own alphabet, A, B, C, D, „ee. 


iT, L Is; I, MI, N, O, E ; and tus e 6 ſeco: 8 


. 4 n 2 Prey # = 425% „ r * 
— e END 2 poke — , — 
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xfering from the firſt in nothing but the different chara- 
ders. 

A! itt!e time after Pope Gregory obſervi ng that the unde 
x, 1, K, L, M, N, O, P, were only a repetition of thoſe 
marked 14BCDE FG, an octave higher, reduced all © the 
(gen Ark letters; and theſe were repeated higher or lower as 
the ſong required, but {till al! on the ſame line. At length, 
in the XIth Century, fays Baronius, Gutds, roamed Are- 
ine, becauſe born at Avuretiun in Te cany, a Benediftine Monk 
of the monaſtery of our Lady de Pomps/a in the dutchy of 
—_ /:rr:, invented a third %% nm; which ſoon threw the 
Ni ether two out of uſe, and was partly the ſame with the mo- 
kein N en. 

The ingen! ious Guide conſidering the long Gr ee names 
tre eme, placed inſtead thereof the {y!lables ut, 2 mi, fa, 
, which he took from the firit troghe of a hymn ot St 
01 the Baptiſl, ut queant laxit, Sc. See Moste and 
HAND. 

Which ly llables Angels Berfar di compriſed very pre ettily in 
this line. | 


UT Ele 2 FAtum SOL; "teſque 5 tir 


For Guide's improvement with regard to the lines and 


m notes, fee LIN E and Nor Ek. 

ihe of The better to diſtinguiſh what ſounds thoſe ſyllables ropre- | 
| ented, he made uſe of the ſix firſt letters of the Low alpha- 

hs de, hd placed at their head the Greet Gamma; from hence 

> 130 the whole Sy//em came to be calle d Gamm ut, or vul early 

«(110 Gommut, See GAMMA. 

anne is natural enough to think that he cad thoſe Jobs at 
the end of the lines and ſpaces, and called them cleffs or at : 

aeg becauſe by them we read and underſtand what founds are 

cit "i icant by the dots on and between the lines, | 

n LEN 45, 4 8 9 50 11121314 1516 

, U f — & - 

on | 55 — 

1 * 5 55 

. fe mt farens re la fa la re ut re mi fa mi re 


Tis ; cafy in this cable to perceive that the firſt, third,” and 
burteenth notes are called fe: 5, becaaſe put on a line, at the 
Wd whereof the letter F i, pared > and that the become d, 
irtcenth, and fiftecent h, are called 2 s, becauſe ſituated on 


6 tk whith bas the letter E at the beginning ; and ſo of 
I rc | | | 


f. I 2 | | Ab ain, : 
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Again, Guide finding that the Græcians had gogd regt, 
for dividi ng into two ſemi- tones the interval of 3 wn. © 
tween Meſe and Parameſe, or our A and B, or the F 
and fi, placed a character called a flat on the line mar, 7 
to ſhew that when found there, the voice or found vas te 
only a ſemi-tone from A to B moll or flat; which 
that character was omitted, was to rife a whole ton! 
as this progreſſion has ſomething in it ſweeter and m . 
der Ty the whole tone, it is called molle or ſoit; "ty; £ 
this reaſon that he placed a column called the moll org 
hexichon! in his Gamut. See GAMUT | 

After having added one chord below the > Profine danone vr, 


* 
1 
is 


or A of the ancients, called Hypepr flambanoments, he added four 5 
others above the Vete Hyß. Ri 6 Fl or higheſt of thei H fen, 0 
which made 5 0 th tetrachord ; ſo that his e inſtead »f MN |. 
fifteen or eighteen, contained twenty two ſounds; ; tw | 


diatonic, Or according to th be - order of B A natur: And tw 


a ſemi-tone lower than natural which changed the order 1 
the notes according to the diſpoſition of beccare, and produces alt 
anoth-r called diatonic moll, or only B moll b 3 1. e. e. Gat 
Meilemius, and after him Boutempi, will not Mc wan 

the glory of theſe inventions; but be that as it wi!!, ge 
Sy/lerm | 18 exceedingly ingenious, hav: ing eaſed us of {ome dit: d 


fculties, which, lays Mr Breſſard, the ancient Ms Wi 
trouble: 1 with, and is what has been fo Univer! faily recess 
and ſo gene rally uſed for above ſix centuries. Notwithf.and- he 
ing all this, there are indeed ſome few 1 inconveniences attene le 
ing it, to the number of three or four. 
The firſt, ſays Mr Braſſard, was being oblige! to uſe i 
ferent names to the ſame notes, if the ſong ran higher than | 
or lower than ut ; as at one time we called a note re, hic 
but a minute before or after it muſt be called la; tis e 
to judge what trouble this gave. An author in the la a 
called it wich regard to chrildren, Crux tenellorum ingeniorum 
Ihe ſec nd, was that there were no chromatic chords ther 
in but B flat. | | 

It is much to be wondered at, continues hat author, th 
Guido, who was ſo well verſed in the Grecian Lyſtem, did 0 
at leaſt introduce more than one, fince they are fo often eve 
necelfary in harmony or compoſitions ot many parts; 
invent ion whereof is moſt generally attributed to him] Nl 
tis almoſt impoilble to Mac good harmony without * 
aſſiſtance. 2 ; 


V 


We. 
elvech 
1 
and 


ain 
eee 


ie dit 
than! 
| Whid 
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The third inconvenience. adds he, was the {mall extent 
of his Siem, for {ince they have compoſed ſongs in parts, 
that neither the double octave of the ancients, or 


cel! tif it! 

additions which Guido made thereto, have compals enough; 
N "though in that extent are contained varieties enough for 
gc 00 har. NONY 


The laſt was, that ll his notes were almoſt of equal value 
1; to time, therefore he could not diſtinguiſh that variety of 
. ſures and time, (as at N which are the greateſt beau- 
= of a {ong. | 

To remedy theſe inconveniencies it was ry to frm a 
ith Sytem, in which more chromatic chords were added, 


And which is no more than an augmentation or periection of 


Gudis; this Sem is what through the courſe of this Work 
7 the modern &yſtem. | 
As the ſounds of this Sy fen were ſound to proceed 
0 5 and ſeven degrees, exactly at the ſame intervals, 
and might be repeated from octave to octave to infinity; 2 
1 nth fyllable was added to Guido's fix, in the middle of the 
{ ave, called /; by means whereof, ſay the French Muſi- 
dels, We can eaſily expreſs every ſound in the octave, and 
make repetition thereof to what compaſs we pleaſe, without 
changing the names of any of the notes, or at leaſt very 
Fcom 3 We lay very ſeldom, becauſe ſome will have it, that 
when there is a flat after the cleff, or in the courſe of the 
dect upon the line of B, it intimates, that from A to B 
te yoice is to riſe but a ſemi-tone, it ſhovid, for diſtinction's 
lle, rather be called ſa or za, than fi: but many there are on 
beother hand, who content themſelves with railing or falling 
the voice or ſand a ſemi tone, and change not the name; and 
need if this riſe or fall be juſt, it matters not much what 
ame the note goes by; ſo that Guido's octave, with one chro- 
tic chord therein, ſtood thus, aſcending and deſcending, 


bh, It being fund, that there was a chord placed 
"Yen the Meſe and Parameſe of the ancients, or our A 
0 'B, which divided the interval of a tone that was bet cen 
2, into two ſemi-tones ; *twas thought that chords alfo 
| tl be added as well between thoſe that were at the like 
ace from one another, i. e. had a tone between them; 
, Vhich they have not only inſerted the B mol, Va in 
Tuldg s 
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Guide"; Sytem, but alſo the chromatic chords of . 
ſcale, that is, thoſe which divide the tones m 2ajor of eg 
trachord into two ſemi-tones; this was affected by 
the loweſt chord 2 ſemi-tone, by means of a don! 
* which was placed immediately before the note { 
raiſed, or on the ſame degree with it after the cleff: x; 
having been found, that the tones minor termi nating 
tetrachortls upwards, were no leſs capable of ſuch di 
they added the chromatic chords ſo dividing the tones 
to the ſyſtem ; fo that the octave then detame Comp 
thirteen ſounds 2nd twelve intervals, eight whereo| at 
tonic or natural, thus diſtinguiſhed by white notes ©! 
fe chromatic thus by black ones ; and the die 
fixed, 2 
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Ass to the enharmonic founds of the ancient Sy/-»1, 
modern authors ſay they were ſo extreamly nice and 4 
in practice, that they were e ntirely laid aſide. dee Ex 
MONIC, 

Thirdly, To remedy the defefis on account of the 
ninth thereof, and that they might have chords end 
vary and multiply the parts which compoſe the harmony 
augmented the old number to twenty- nine diatonic or 1 
and twenty chromatic ; io that inftead of four tetra 
and two octaves, which was the extent of the ancient 
they have now cight, and four octavea compoſed like t 
boye deſcrived, of eight diatonic and five chromatic | 
7, e. thirteen ſounds and twelve intervals. This is thi 
compaſs of Organs, Harpfichords, &c. But of late 
ven this number has been nuch enereaſed. 

Fourthly, As the equality of Guido's notes rendercd 4 
too uniform, and deprived them of the variety of move 
quick and flow, which were almoſt neceſſary to give 
ſure, and make the piece agromable 3 and as they often 
2 diſagrceable pronunciation of the words of a ſong, 
famous John de Maris, Doctor at Paris, invented n 
different lengths about the year 1333. See Note an 
GURE, e 85 5 — — 
We ſhall here endeavour fo give the reader a genet 
of tne four Sytem above-mentioned, at leaf in the 1 
they have deſcended to us, which may ſerve as ain exp. 
of what has been ſaid thereon. | See the plate annere 
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Wich regard to this general Syſtem, it muſt | be abbott, 


* 


dee fifteen diatonic chords, and the Trite Synemęenon of 
nn een them, arc diſtant from one another a tone; 


A tone between them. | 
he HH, Hpoproflantenamenes, ar Gamma, below the Profit. 
menos of the Gracwons; and the tetrachord nigher than 
r Metz Hype rbolæon, all added by CU e as plain- 


peaf $ 


„ inguiſning che high founds from. the 0 ones, 18 lenitbly 
parent. | 
Fauth iv, The figure and Gin ituation of "ay three moſt uſu: al 
: of the modern practice, are not Jeſs ſenſibly diſcovered x 
1 iis plain, that all the notes on the lines, at the end wherc:- 
is wok iced the letter G, are called t; as thoſe on the line 
marked Cat the. beginning, are called nts; and thoſe on the 
naked F, are fas; by which means tis caſy to diftin- 


the her notes are called that aro placed on the other lines or 
nong the ſpaces, Again, it alſo clearly appears, that: ; the 
6 deff takes part of the third octave, and all the fourt!:*tis de- 
Jin tor the higher ſounds, and therefore is put when a 
jc! eſigned to be ſung or played by a treble voice or inſtru- 
nt ; and as the letter F takes in a part of the ſecond octave 
a the firſt, it is therefore uſed when the piece is to 50 
. ' a baſs voice or inſtrument: and laſtly, as C is the 
N Als „and takes in part of the fecond and third octaves, it 
not properly the mark of a middle or tenor pitch of rune, 
F 'T REBLE, TENOR, and BAss. 


ſes, which ſhew, as the French have it, the uſefulneſs of 


Ir down ards, without changing g the name of . partic uiar 


th, T 


in this table are diſpoſed not only all the diatonic 


atio, or thoſe that are either made moll by a flat bz, Of 
ey tais character ; 5 and for the better dif tingu Mins; 
ne aud the other, the former are in white totes, the 
5 _— ; and the whole being parted into four octaves, 
3 once, firſt in what Octave any jour d is ſituated, 


ec] eciſely on what degree in that otave, 


> ances appear at firſt view; of winch, thuſe that have 


the names thereof are eloſe to one another, they have 


in the third place, the uſefulneſs of the lines and fpaces in 


uſt, by rec koning as. well aſcending as deſcending, drm 


ah, Above each of the notes are placed the m. dern | 


he | ove nch able , by means whereof we can repeat and 
y the tounds to what length we-pleaſe, either upw vards 


ura chards in the extent of the organ, but allo tle 


0 
*] 
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i 
i 
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FFC 


* 
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which are often uſed for the Tablature of the Or van. 


took up the dotted line 
The former of cheſe is t the la of our loweſt octay e, the and 


264 n 
Seventhly, Under all theſe are placed, ff. the 1 5 


Latin & Sten in the time of Baetins ; 4 2d. St (C Gregory 9.4 
letters of Grido 3 and la/tly, thoſe uſed by the mod-r, 


cially among the Germans, Sweeds, and Sax ont. Sec Fo 


LATVURE, 


Et: zhthly,, After 155 aving given you the inter y; 415 beturge. 


each found and the next in the diatonic prog reſſion, vt 


fix the larger intervals, as fourths, fifths, Sc. by mean 
ſemi- circles drawn from one {ond to that in Which 1 it ſta : 


in any of thoſe proportions when compared. 
And lay, The greateſt convenience of this table is, dat 
Ig caſe any one would know what name any note in guy Gl, 


had in that of the ancients, or ? contra; he may be tei 4 
| 5 5 4 fo 


U- i171 


a moment: for ſuppoſe I would know what they nant hy 


| Proflambanomenss, [ carry my eye down the dotted line per. 


pendiculatly, and find A at the end of it, ſo that * hat the 


ancient called by that long name, we call A; and it again! 


would krow what name the Fr ench fi had in their foal, ; {| 
| and find it 28 called P Wan 


is the mz; of our third, and their Meſe is the la of our {woon? 


as is the Nete Hyper A the la of our third octave. - 1 


Again, as yet we find many ancient manuſcrip „ 0 


the ſounds are exprefied by the letters of the J ano 8 
Gregory, or of Guido, there is nothing to be done but 60 cal 


the eye over the table, to find at once both the name aud 
ſituation it bears in the modern Sy/fem. - 

It may here be obſerved, that if in examining the / 2 lt 
of Organ Builders, Harpſichord-Makers, Sc. (Which . 
ſcale whereby they regulate the lengths, thickneſs, ten! 
Oc. of the matters they uſe) we meet with a large or mall 
cale Cat the end of a line; and looking i in the table ior uct 
C, we find that the line thus marked, is the meaſure of 


Pipe or chord deftined to found the ut of the Jowe! ben ; 


It 2 ſmall e, tie the ut of the ſecond ; if two - that of tie 


E 


third; if there be three c, tis for that of the ut of the four: 


£ 
octave, 


Beſides theſe . Or flems there are many 3 mention ned eY 


different authors, as Syſtem maximum, immutatum, diatent, 


tr 


pribagericum, which perhaps may be only different abe {1at1008 
of what the Greeks called by the general name of Bu: d 1450 0 

and in fact, the ancient em above e 
9 TEMA 


41 4455 


1 
valle chat 
Vald Lid 


OYST, 
1 | 342 | 

he / 
to22ther 
2040 i ft tr 
leg the / 
the upne 
* IH 
0! the 5 


Pounds of 


, 7 
More nel 


SYS 


CTY 8 5 M A 1 9 Fae, invente d by A 4 ft Menus. Sce 
Tr uPFRAMENT, f | | | 
"Cer EMA Rifor! nato, or Sy/ FONG porticibats, o. timperats, 
he ame 7 5th that of Ari/taxenis. See TEMPER MENT. 
| x S212 UT*. invent ted another 8 a "em, 1 w hich the octave 
we firſt divided into 42 parts, which he called A rides ; and 
0 again into 301 by him calte 0 E Name rides. Lhis 9 71, 
ars Mr Braſſard, is very S erb but is very difficult n. 
hee, and 'tis to be feared "twill always have fome diſhcul. 
. The curious may ee it in the memoirs of the academy 
i ſciences Of 1701. | 

SA, is a Greet term, that fignifies the combining. 
teur ſounds together; which when Bruck at the ſame 
eme, tho vg liffcrent 1 in the degree of tune, are fo propor- 

g one another, as that their conſonance, 1. 
ant founding, affects the ear with pleaſure, 
This is what, ſays Mr B,. rofſare, late writers ſeem apt ta 


bink the ficients knew very little 1 nay, fome preſume 


? 
* 1 J . 1 
wel 10U {4 i 1899 5 ' 


— 


deins call accord. See Ac cop p or- Cont CORD; | 

There are many Kinds, as perfect or imperfeck; the perfect 
k that wherein none but good concords are uied, ſuch as 
thirds, hi ths, and cighths, 2 impe -rfect, is when the Hxth is 


d; ; there is alſo a falſe Sig ia, Which is when ſome dif- 


ends | ſtrikes the ear, as N ſecond, ninth, and all inter- 
vas that are either redundant or defective. | 
SY?IGIA again is either ſimple or compound, 

The fomble Syſigia, when two concords at leaſt are heard 
tos thier and conſequently no leſs than three ſounds, as third 
gd fifth; and this is done either immediately, whic h is cal- 
the upper | lounds are one or more cctaves higher; examples 
of the firſt are marked A thoſe of the latter B. 
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| ig diſtant poſition has not a had + effect for the third, but 
for the fifth it is not ſo well; and generaily ſpeaking, th 
me immediate or the nearer one another thele accords are, 
be better, efpecially in accompaniments. | 


of tne harmonica]. triad are doubled, or raiſed one or 


1 re Ota y 


* 
* a 
„ + 
ma \ T-\ 


1 | 
e done in different manners, 


| Hr entit rely unknown tO t! hem , and 5 what the mo- 


b. the harmonical triad, or in a more diſtant manner, wen 


ihe compound accords, are when one or more cf the 
es higher than their natural ſituation ; and this a- 


Mm 2. hen 


0 — wt nn a — 


268 . 3 


When only one of the ſounds of the triad 


üble! 
the piece is defined for four parts; if the haſ od 
doubled, 7. e. if the octave. is added to the third n £5 


tis a perfect accord, as containing all the good conc ul 1 
the extent of the octave; It the found that makes the $i, 


is doubled inſtead of the octave, tis imperfe&, but 1,4, MM T b 
lcrable 3 but the third ſhould ſeldom or never be dow! A 
2d. If two ſounds of the harmonical triad are do ⁹ ©,; MM 25, / 
piece is made in ive parts, in which caſe, the x 4 com! 
makes the fifth is dou bled, rather than that which mw, The 
Oct. Ave, 2 after avi ng dou F 10 0 th — baſs with t: 16 © GOEz? & W be! 
indeed ought not to be doubled but in cafe of need. | | 
3d. f ail the ſounds are doubled, *tis for a comic; 9 15 ſhook 
ſix parts, and therein the ſound that makes the third jv. MA 9's 7 
_ Fegulatly be doubled as the Hith, | | Pb | 
La ah, If the piece be for ſeven or eight parts, then ate TA 
having doubled all the ſounds of the harmonical triad, . , WM ©7190: 
two 00 taves Hh! gher are doubicd, Or any of the dune that! ö | UM. Pte 


be moſt proper, 


—_——— ———_—____ —— 


T Stands for Tutti, all, or alto; gether. Scr Tur 1. It 
7 


1110 Uled to mar K the tenor, and Has the words pri- 
4 . 0 lgnify tho Hrſt Or ie- 


ö 


1 ſeconla, or the figures 1 

dom tenor. : 

The letter I, or tr is often uſed likewiſe to [1c mi a ſhake 

made on any found, and is placed over the note ſo to be 
7 1 Bp 5 | 


TABLATUR A, the old way of ſetting down \ muſical 

mpoſitions with letters inſtead of notes; nav, ſome even call 
l coves way of writing mu kic in notes Tablature, though 
with-no 2 m propricty, Sce TABLATURE. 

TABLATURE, in gencral fignifies when to expreſs 


ie ſounds or notes of a compoſition, we ule-thekcters of the 


habet, or any other character, though not uſual in the 
mocern muſic. See SCORE, 5 . 
But a ſtricter ſenſe, e is the manner of writing 
A piece of muſic for the Theccbo, Lute, Guittar, Viol, 
[the ke, which is done by vw. ting on l lines (each of 
wack reprefents a ſtring of the inbrument) certain letters of the 


apbabet, whereof A ma ks Mat the ſtring is to be ſtruck or pen, 


e. Without putting the ftiacer of the left hand on the neck. 
B ſhews that one of the fingers is to be 15 on the fhrit ſtop, 
Con the ſecond, ID on the third, and ſo on through the 


Gt; „e. | | 

The rene c of the Lute is wrote in letter: of the alpba- 
bet, and that of the Harpſichord in comm 'on notes with figures 
ber theit 9530 8. though the Ge ermans, Saxons, Srbedos, Oc. 


1 ; 2 " 
leld⸗ n Or ne Ver ule Our notes, and v. 30 14 8 1 idle: . ed 
— _ F 4 45% * 7 L Fn, » Ly * 
ves famous tc I their Accurate practic e and knowledge 


. — » * 
; Y * 
1 : Punt 1 + 


H.) 01 t of writ ing, ule it NOT only tor the Li ute, Bass. Viol, 


F- 4% 
4 


e. Bu t A. I 5 for the Organ and Harnlict: ort, placing plain ICL 
RIS * tho! 4 lines. Joe E TE and H -. SEC N ORD. 


ABO R, Jabour or Tabo in, 4 mal King d of drum. See 

YMPANUM and DR U | 

1A E o 4 f197 ihe 8 let 11 he 2 ent, . This 

Ford is often met with in Italian pie „ ide of a reſt or 

3 pecially when lome part of a | Tons too long to bz 
marked with paulles, thou gh a Hlencc of tha at Part be required 


ſhook on, K Of 5 and here *tis an abbreviatia of the 


. TEM 


it uſually ſigniſies that a whole part is to lie ſtill. Thust 


Tacet t, depoſluit 3 int mates that while one or mo 
are e performing the (. 1 e, or the verſe depoſuit, c 00 
in Which hy put thould be filent. dy t 
+ 8 AL 1 18 A tel N pure ly Latin Ny tl 1ougt; th e Hure Hue 
engroſſe 1 it Is fignily 2 reſt or ſilence in ge ral, and he 
it ſigniffes the ſame as the Italian Tacet, See Ta eemen 
F ACT , is 4 German word which ſignifles og ' ＋ 
MrasuR E, BAT Tr A and Mp rT ROE. tones 3 
TACTUS or M. nſura, See MrasuRE.- Nov 
＋ A GLIATO cut, c. 77 this term the Ital. 15 make to each 
uſe of to name the ſigns of the meaſure, which the F. ames, 
call Barre ; tis when the character of the time is this er clen 
ed 4 þ With 4 perpendicular line dr awn down it” mem; 
this is the mark of common time ptetty qui ick, which co 5 = 
4 breve, or it's quantity in leis notes, in each bar, betete TRY 
called alla breve. See Common and TIME | 
1 2 O, fignihes /nv, and is much the fame FOVEner 1 
43 largo. See LARGO. | 5 
TASTATURA, the whole range of keys of Organ 8 
Harpſic hors, Sc. See ORGAN, Harps I Ct rock - and For 


KE. 
And hence thoſe pieces whic h a muſician plays by way af 

| prelude or introduction came to be called Tajtature, ble 10 

no other purpoſe than to try if the inſtrument be in tune. 

FAN T ASTA, PRELUDE and RICERCATA. 
A O, the touch or part of any inſtrument whe 

or by means of which it's notes are made to found, oe ite 

neck, as Lutes, Violins, Cc. which are called fixcd ane 

moyeable; or the front of Organs, Spinets or erte 


ſeml- to 
tone 0 
DoW ar. 
render 
dre ſem 

One 
into ler 
Make t, 
dec into 


where the keys are diſpoſed to raile the jacks, called mo TEU 
ble touches; and is properly no more than the finger-board« other 
of each, = therefor 
_ The [{raltars often put the 3 72% fl in their thoroug ticihats, 
baſſes, to ſignify that the inſtruments that can accomy! diminut 


| Which ir 


Fan 


heir accords, as the Lutz, Organ, Cc. are only t 0 fre 
375 


ſingle ſound, from that place, till they find cyphers 0! tn 


words accordo or accompaniments placed in their part, wi rec 
intimate that there the accords are to be begun. Who hac 
Ara the lame with Tacrus. See BAT TuT 07 enten 
0 RE. | The 1 
TATTOO, . . Tapto, a beat of Drain: « night 8 % U 
advertiſe the ſoldiers to retreat or repair to their 0 rte ind geof 
garriſon, or to their tents in a camp bp. See DRUM. the for 
TO TEMFPER. Ste TE M PE ERAMENT, dene by 


TEMPE R AMEN 


T E M 26, 
9 

TEMPERAME NT, or Tembering, in muſic, the ac- 
eg or mending the imperfect concords by transfer. 
ng to them pare of the beauty of the perfect, in order to re- 
nedy the defects of all muſical inſtruments whoſe ſounds are 


Red. 

| be. degrees of the odave, which by Frclid are called it's 1 

nents,” as being the ſmalleſt intervals that, among us, it 15 uw 

1 ved into, are two greater {cmi-tones, and three greatet 11141 

tones and two leſs, Sce Mus! Cy (cTAvE, and Tore, | | 1 | 
Nov the different ſituations of theie elements, with reſpect | | 

to each other, occaſions that intervals or concords of the fame 1 

ames, as thirds or fourths do not conſiſt of the fame degrees. + 
cements, though there be always the fame number of -. +3 

them; but tome fourths or fifths for inftance are periect and 7. 1008 


others 70 | | 7 . 10 | 
To mend theſe imperfect concords muſicians have bethought | 
emſclves to temper, that is, to give them part of the 5 | 
ies ob the perfect ones; in order to this they take a me 
etween the two, and this they call a Temperan: nt, 
wh. in ecBarily produces a new divifion of the oct: we, ors 
Which "gp tlie 3 thing, new ele-me nts. 
For inſtance, whereas naturally it's elements are the greater | 
emi-tone and the greater and tefs tones ; they take a middle 
tone formed of the greater and leſs; and the oniy elements 
now are the EEO Atet ſemi- tone and this mean tone; Which 
renders 0 we intervals that are tones equal , and thoſe that 1 
we ſemi-tunes leſs unequal to theſe, | — 
One bike Q ride alſo each of theſe five tones of the octavuve l 
into ſemi-tones, which joined to the two it natur, 120 Has e 
| Maze twelve, in which caſe the whole octave would be divi- | 
dec into twelve equal parts, which would be mean ſemi-tones. l 
TEMPERAM FEN To, lays Mr Braſſard, is what the Italie 1508 
eotherwite call Participatione, we generally call it Zearing: they 1 
therefore call the modern [yitem, Syſtema Temperato, or Par- 1 
leibats, becauſe *tis founded on \ temperature; : th zat is, on the 
lninution of ſome inter va! 13 the enlarging of others; 
Which makes it partic: pate of the g atonic and chromatic f/ ems. 
1 better to unde xrſtand what is meant hereby, *tis to be 
Tved, 1/7, that among the ancients, there were three fects, 
uo ad very different opi lnbotn concerning the preciic compass 
intent of each interv 1 | Ee) 
be firſt of theſe were the Pytharoreans diſciples of Pytha- 
e wic would have it that reaſon alone was the proper 


— 
— 


ad 


* Py 


. wage of ſoun Ss and ſtheir proportions 5 and conſequently, that 
* '0rMs of intervals were all r onal, 1. e. they admitted 


Nene G36 " | . ee . * „ 3 3 
a out ſuch 38 the T CO WK G GC Monti ate either arithmeti- 
8 OI 5 6 . 
Caily 
F 


g , 
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Cally by num! bers, or geometrically by lines; and 
* 2 | 


fore the hfth muſt always have the por portion Ol 450 
fourth that of 3.4, . the tone minor 9: 10, the to 88 b; 
that of 8 : 9. exactly; and beſides thefe, they fixed 'T 
portion of Many other interv mo which have aftor dec 1 
for as many mathematician | 5 
But the ear (the ju ment whereof is very nice } 60, | Xt 
85 e to what they io fixed. Arafts: Cents, Arte e's follows; | "(he 
alittle time aſter that, thinking that as ſound was A 
object of the ear, the ear therefore was the pr | png 


and gave him! ſelf no trouble about what the * 5 | 
of reaſon 3 obſerving that if the fifth was too boa it Or {trop 
or the fourth too ſmall or weak, they did 1 reet the en 


with pleaſure ; he therefore thought it nece Me y to Cm! 100 
the one, to help out the other. And again, thinking that : cr 
car could find no ſenſible difference between tones Mm "MID 
minor, it was needleſs to divide them in that mannes * | 


thereupon fixed them on an equality, This was the 
what the Italian, call the Sy/fema 7 ale, Which is the fla ig en 
which our Organs and Harplichords Rand at prefent, and $a 


opinion of the ſecond ſect which even now has many at 3 
herents. | | Hi 
At length Pf and Dydimus, ſeeing that che Hat * 2 
ans and Arifloxni ns gave into extremities in their opimor, TIO ; 
equally abſurd, taught, that ſenſe and reaſon were t be con rice 
ſidered not as ſubjec) to each other, hut as inſeparable compe: 5 the 
nions that muſt agree to judge of ſounds. This con lideralia " Po i 


fct them to work (though ſomething differently) to fix !« 
ancient diatonic ſyſtem in ſuch a manner, as. that Fran an 


void in 
the ear might be ſatisfied, or, at leaſt contented at . 
time; they by each others aſſiſtance made a new ſy em, e C/.--1r 
talians called Sy/Hema reformat, the curious may tee the ons aſe? 
portions thereof in Zarlin, Kercher, &c. but mor: cieariy il * 
the 939 paze of Bontempis 3s Hliſtoria Muſicd. 155 ji this Toy 
iſo may be ſcen the proportions of the TOY crea? and #11 rj, 
tax, enian ſyſtems. = | | tone pen 
It muſt be obſerved, Firſt. that in all theſe {yftems te , 92 
fourth was compoſcd diatonically of three intervals, one i.” mathem: 
tone, one tone major, and one minor, See FOUR'T il. ktience 
Second, That Ptolemy and Dydimus, among all ters eee 
mations, thinking that the tone minor could not be dite juſt ratic 
into two femi-tones, put but one chromatic found u ach 
3 which div. ded the tone-major into two 1 1 Mate it 


ond major the other minor, therefore there was a fort 0! 1s 411.4 
in each tetrachord, mtr; 


ſt being ſince ans neceſſary to divide the minor tone into 
ni-tones, to which end *twas thought fit to enlarge the 
ab ind diminiſh the n but no one had hitherto intro- 
ſuch an alteration into the ſyſtein 1, c. the: from regard 
hey had for antiquity, or for {fore other cauſe. And this 1 WP. 
Ln was the reaſon that the Romens, who were 9 5 to 

Ane atal wars, and till they conquered Greece, were an un- 
1 liſhed {iterate people, neglecteꝗ is Dcnurtful tende; but 
his. ne ect may indeed rather be imputed to ignorance than any 
+ elic, for they had no ſooner {ubduec Greecs by arms, 


wi 1 1 
t pe fection; but of this they have left us only a ſew 


| itiſes, and thoſe ſeem rather abridgments or tranſlations of 


* 


4 


there own. | 
At 1 gth a very learned man (whoſe name, ſays Bontempi, 
not mentioned in hif ſtory) cerceiving that the car Was not 


Aſpleaſec if the fifth was a little diminiſhed, that is, if it 

was not quite of fo great an extent, found out an admirable 

Temperament, which rendered the jecond tone of the fourth 
} 


equal to the firſt, by giving the fourth a little greater extent 
han it naturally had from it's mathematical form of 3241 
which tone conſequently admitted one chromatic chord Which 
lvided it into two ſemi- tones, This fourth ſy ſtem 1 2 Called 
by the Taliaus Syſlema Temper 419. ; | 
By the h hr of this additi. n, i. e. of one ch roma tie chord, 
the octave s diviſible into twelve ſemi- tones, without an 1 
void in or ee the two fourths whereof *ris compoſed; 
and at the fame time by means hereof two of the genera, wiz, 
4 emat and Diatonic are brought into one e ſyſtem, tor which 
led ion” 1 again called Itenid 1 1*at ticipata, or in Par ticth atione. 
it would afford matter enou2h for diſpute to prove whether 
lis Temperament have the beauties and conveniencies "tis ge- 


1 


herz hs thought to poſſels - for firſt by this thu ancient Dia- 
nic genus inſtead of being improved. is utterly ſpoiled, having 
* intervals improperly diminiſhed and eular: red, and it's 


pathematical forms robbed of their juſtneſs, which of con- 


A it $excellencies, by realon it's femi-tories have not their 


* 
4+ „ & 


Jt ratios, for in this muſic ay be compared to architecture; 


Rage it beautiful, and even agreeable to the 


YC 5 tho —— — 
ic 16 0 


r diminiſhed in that Cillar takes off” from it's 5 
aud renders it di agree; ble yet NOt 0 mus 11 10 as 0 
« the ght ſo in muſic When the fifth or the fourth have 


$\ + 
their 


3 ops 4 oh 
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hat the ancient Greeks ines that. any new productions of 


U ence muſt have likewiſe taken from the Chromatic ma u 


inch 3 pillar, column, ec. re quite a certain proportion to 


elng EXCCEC ede d | DY it in learning, 00 t they b egal out of CIYVY | 
p Rudy arts and 1 1671 88, 10ſt of whic ch 11e i)! dug 10 


er 


— 


"I — — — — 
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their juit proportions, they greet the ear with mote : 
than when according to this temperament, the one 1 f 


miniſhed or the other enlarged; yet by this n 
do not become fo diſproportioned as not to have 


affect, tho that be not ſo ftrong as it might otheryit; * par 
bern. . : med1ul 
Mr Breſſard is of another opinion, for, ſa ys he, it is ira Muſici 
that the Græciaus, who in all other points of 855 IE ns mean, 
ſuch great lengths, did not introduce ſo i ingenious, and at the trnr, 
fame time 19 natural an inve :ntion, into their ſy 4 1 he 
this, 88 he, _— s with what Horace ſays To theſe . Fond 
| ii, 
Nec © minimum merutre decus ut eftigia Greca, Barito) 
70 vo. &C, 5 45 
As to the quantity which is to be added to, or do0:16s! hon 
from the fifth, f fourth, and other intervals, We (hall not her * ws 5 
tend to determine: Le Sieur Loulie of Paris, having ur Pry 
un expreſo trentiſe on this ſu thicer, printed at An r Where "I 
in the curious may find many learned dernonftrations on whit | . 
we have called Temperament, and how to find mechanic wy wh Try 
is commonly called par N and alſo his monochor« ic „ 70 
he calls ſonometer. See alſo Mr Sa venr's Syſtem, in . | q * 
moirs of the Ac ademy of Sciences of 1701. 1 


TEMPER A 1 0. See SYSTEM. and Tz MPER;- Tex 
MENT. PN Tex 

FL MET 1. as a auatro tempi. dee Ts 1 MPO or Fin . Wk» = 
TEMP 0. See TIME, being no more than e 1EI 
Ne for it. | 


tenor pa 
Tempo di gavotta, ui Minette, iin the time or nome TE] 
a x a gavotte or minuet See GravoTTA and Minurr, Px 
TEMPOREGIATO ſometimes ſignifies, that “ i EM 
5 Must icians who accompanies the voice, or the perſon EI 
who beats the meaſure, ſhould prolong ſome particular * TE} 
thereof, to give the actor or finger room to expreſ the pal- Tos 
ſion he is to reprefent, or for him to introduce ſome gras TER 
by way of ornament to the piece that is given him, or i 77 Tex 
form ſuch as are marked in his book, 2 TE 
TENDERMENTY, tenderly, gently ; as much 0 eenotes 2 
ay. fing or play after a ſoft, ſweet, gentle, moving ana. feet 9 i 
ing manner, See AFrFETUoOS0. | 1 PPRTIO 
T-E NOR F on the firſt mean or middie part z or tat TER 
which is the ordinary pitch of the —_ when neither tate TI Io. 
to a treble, or lowered to a baſs, See PART and Music TER 
| W Tera 


T * 


Wh $4 bt. © ESR eo c > 24 oo GA ec rio) ere Ct 


TER 71 
The Tenor is commonly marled in thorough baſs with 
the letter 1 
This is a part which almoſt al grown perſons can 
ing; but as ſome have a greater compaſs than others, either 
ward or downwards ; others are confined to a kind of 
nechum, and others can go equally high or low, Hence 
Muſicians make a variety of Tenors, as a low, a high, a 
wein, a natural Tenor: to which may be added, a Violin 
Tr, &c. for inſtruments, _ 
The ltalians uſually diſtinguiſh two kinds of Tenor; Tenore 
; rims, 15, or PP, which is our upper Tenor; and Zenore 


unde, 2%, 119 3 confounding all the reſt under the word 


Buritons, See BARITONoO, | 
Trxo0RE Concertante, is the Tenor of the little chorus, 


© which are all the recitos of the grand chorus; if theſe are 


livided among many voices or inſtruments, to di Ringuih, 
ey lay Tenore primo or ſecondo, &c, as, 


TEN OoRE primo, ſecondo, &c, concertante; the Italians make 
aſe of this phraſe, when the parts are different in the grand 


dorus, which often happens in a compoſition of ſe veral parts; 
TexnoRE 7ipreno, is the Tenor of the grand chorus. 


TzxxoRE prime, ſecondo choro,—the Tenor of the firſt and 


ſandehorus; thus the 1talians ay of a Tenor, when they make 


"— 
TexORF Vida, or Violina, — a Thur Viol, or Violin. 


na concert, and for an inſtrument proper to play it. 


tenor part in a concert. 


TERCET, a third. See TAHIRB. 


CC — 


rn, 
TERNARY ME ASURE. See Me as SURE, 
TERTIA. See TRTT E. 
TERTIA; Conjunctarum.) 
Ter IA, Diviſarum. 8 
TERTIA, Excellentium. 
1 ſignifies third, or the number three ; +7 "I allo 
lenotes a long, air, or tune, compoſed in three parts. 
Seſeut TERZA. See Seal, Er ITRITo, and PR 
PPP TION, 


TERZ ETTO, A little 3 ur or tune in three parts. . 


Faro, 


rERZCO), for three, or in three parts, a3 40 Terzo, or 
. Terzo 4 8 or eompoſitio on for three voices or inſtru- 


Fee Sort and TRI TE a 


LOI . 3 — : — 


z part of each chorus in compoſitions of three or more 


Trxok we often uſe for the perſon who ſings that part | 


TEN ORIS PTA, the perſon who ſings or plays the 


TERNARIO $ © EMP O, triple time. See TIR 


. ments 3 


— —-— — 4 
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ments; or ſometimes a third part, as an Terzo di lattu 
third part of the bar, See TRIO. 

TESTO, the text or ſubjetF ; this word is applied by 
Halians to the words of a ſong, on or to which ing 2 5 


4, —4 


Ur Or 


tune, either melody or harmony is to be compoſed, I. 1 


matter of great cobcern to underſtand well how t9 appro. 
priate or adapt the muſic to the words of a ſong, to expe, 
the ſenſe ; and make a juſt application of the long and ſhow 
ſyllables to the notes and times with which they are to be 
connected. 

But chis branch of the mes: which depends greatly 9g 
the knowledge of poetry, has lain a long time almoſt ung. 
garded, and even at preſent. very little care is taken int; 
point in the modern muſick 3 which is ſomewhat wonder) 
fince 'twas to this that the ancients attributed the extraor4; nary 
effects of their muſic ;. for | by them this branch was mot a0. 
_ curately obſerved, and by this they regulated and governed 
their meaſure, fo that they might produce the deiired ow 

Sy EST UDO, was particularly uſed among the 

for the ancient Lyre; by reaſon *twas originally mad 

| 5 it's inventor Mercury, of the back or hollow ſhell ot; 


Teſtudo aguatica, or Sea Tortoiſe, which he accident I/ founl| 


on the bank of the River Nile. See LYRE. 
Dr HAolyneux has an express diſcourſe in the E/ ati 
7 1 to ſhew that the tortoiſe-ſhell was the bat gf 


Tad the naine 7 db; v ich account lets Re 2 5 t into an 


obſcure paſſage in Herace, Od. 3. lib. 4. 


8] Teſtudinis Auree, 1 
Dulcem gue 8 er ef tum, Pieri, temperas, 
O mutis quogue prſcrbus, 
 Deratura Cygnt, ff libeat, ſanum. 


See PROTT s 


# 4 ETA R I 085. 5 


CTETRACHORD, in the ancient muſic, a conv 


conhſting of three degrees or intervals, and four terms 
ſounds; called by the ancients alſo {more properly } diatellaron 
and by us a fourth, See FouRT HM. 
In the ancient ſyſtem, the fourth, 


d:aton! ically compoted of four terms and three ts , 
loweſt whereof was a ſe: ni- tone, the hi gheſt a tone minor, and 
the middle one à tone major, or e c ö for 0 
beine fixed, the middle ſounds alone were chans 


1 his Fs BH ot th — three inter! al; was 6 tO bun } 45 Elle tial 
bard, that they intrœduced abt 


neceſſary to ſorm the Tetrac 


: 1 4 TH 
as has been fad, #4 
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und, which divided it's tone major into two ſemi-tones, 
and which is our B flat. Sce 'I'RITE SYNEMMENON and 
B mol. 

The e fynem contained four principal Tetrachords, 
which with the Trite Synemmenen made five, which they called 
Hypaton, Aeſon, YYMemmenon, Diezenome non, A nd Hyper- 
en; their names are rendered in Latin by Albinus thus : 
Hybatas, fays he, are Principales, Maſas medias, ynemmenas 
em undtas, Diezeuamenas disjunctas, Hyper e excellentes. 
dee Hy AT ON and SYSTEM, 

t may here be obſerved, that fince the diviſion of the tone 
major by Trite Synemmentn into two ſemi— tones, and the 
dave into twelve intervals, in thirteen ſounds; the v. ord Tetra- 
bird is no more uſed than with regard to the ancient ſcale, 

This interval had the name of Tetrachord given it with re- 
ht to the Lyre and it's chords, Sec Lyme, Chonp, and 
DiaTESSA RON, 


Ancient authors make frengent mention of /ynaphe or con- 


junction, and diæzeuxis or digjunction, of the Tetrachord. TO 


conceive their meaning it muſt be obſeryed, that two fourths 
are {11d to be conjoined when the ſame chord! 13 the higheſt 
the loweſt, and loweſt of the higheſt fourth; 


* 
01 


venth. See LYRE 

But when the two fourths had no common chord, but on 
th? contrary had each their different ones to begin and end 
with : fo that between theſe two there was an interval of a 
tone major, the Tetrachird was ſaid to be disjoined, which is 


6 
compoſed. See Oc r AVE. Hacchius ſenior is very exprcts 
upon hl ſubject. See SYNAPHE and DIE EUXIS, 
[he 8 is formed of the Gres 7. lee, four times, a and gde 

rd or. ſtring. See CHORD. Again, fee TRI I 
STE) , FourT H, Cc. 

Wiz has been ſaid thus far of OY, word 7 etrac herd, is to 
de underſtood of it as being an interval in muſie; but the 
word in a litteral ſenſe, ſignifying any 1 that has four 
e be with great pre priety plied to the Lyre in 

primitis e ſtate, i. e. when it had but four chord: the Git- 
(012101 whereof, on x ratios they bore to one another, have 
given room for many diſputes among the learned in the ſcience, 
onde there are who are ſatisfied with that given under the ar- 
. LY RE, which others look upon a- merely fabulous and 
Ni bricat : which latter, think the Tetrachord in this ſenſe, 
5 '2 theſe proportions following: that the firſt was to he the 
ond,” 2 fourth. as 4.:. 3-3 the ſecond to the third, a tone 


Di 
Mar 
4 4 


28 is the caſe of 
the two fourths that «cmd the ancient heptachord or ſe- 


the caſe in the two fourths, whereof the otachord or oftave is 


bo Sy - 
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major, as 9 ! 8; the third to the fourth, a fourth; ſo th 
from the firſt to the laſt was an octave, and from the $1; ,, 
the third, a fifth, as 3:2 ; from thence to the laſt, a ſount 
here is that dehave harmonically divided ; | 
where from the firſt to the ſecond was a fourth, and frog. 
thence to the laſt a fifth; it was ſaid to be arithmetical 
vided, See HARMONICAL DIVISION 

-TE-FRACHORDON;: See TzTRACHon RD 

TETRACHORDON Diviſarum, Excellentium, Medigryn 
Principalium & Conjunctarum. See SYS TE u, TRIT E Sy. 
N EN ME NON, and GENUS. 

TETRADIAP AS ON, i. e. fourfold Diab 
mufical chord, otherwiſe called a quadruple eighth, or a ni 
and tw . | 

TETRATONON, the ſuperfluous fifth may 1 thus 
called, as containing four tones. 
ENTE, or FIFT R. 

2 * 8 See LESTo and ths : 

THEO RBO, or TyioRBA, a muſical inftrumer: 


made in form of a Lute, except that it has two necks or jug. 


v . 
* Toe 


the ſecond or longeſt whereof ſuſtains the four laſt rows gf 
chords, which give the pe and graveſt ſounds, der 


LuTs. 
The Theorls is an inſtrument which for this laſt ſeventy v 
eighty years has ſucceeded the Lute in playing thorough bait, 
It is ſaid to have been invented in France by the Sicur Firti 
man, and thence introduced into /taly. 

The only difference between the Theorbs and Lute is, "tha 
the former has eight baſs or thick ftrings, twice as long « 
thoſe of the Lute, which exceſs of length, renders tl! 
ſound exceeding ſoft, and keeps i it up ſo long at a time, tht 
tis no wonder many prefer it to the Harpſichord itſelf ; at loaf 
it has this advantage over it, that 'tis eaſily removed from 
place to place. 
All it's ſtrings are uſually ſingle, tho? there are ſome Wii 
double the baſs ſtrings with a little oCtave, and the imal 
ſtrings with an uniſon; in which caſe it bearing more 
ſemblance to the Lute than the common There, ihe lala 
call it Archileuta or Archlute. | 
Ihe word is formed of the Prench Theorl:, o* the 
Tiorba, which lignifies the ſame thing ; and is, a5 ſome wn 
have it, the name of it's inventor, | 

T H EORY, Theoria, a fimple ſreculation of of the ober 
of any art or ſcience; which is the conſidering or can am 
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the ellence, nature, and properties thereof, without ariving 
;t it by a practice of the art itſelf, 

THEORICO, a perſon who only applies himſelf to the 
theory of any art Muſico Theorico, fay the Italians, is a 
Muſician, who not only udies the ſcience in private, but al- 
{ writes new treatiſes on muſic, or comments upon thoſe of 
the ancients to endeavour at an explanation of their dark 


paſſages 3 tho? at the ſame time perhaps he may be an excellent 
prafticioner, See PRATTICO, 


THESIS, a Greet term, ſignifying the fall of the hand 


in beating the meaſure ; the Latins call it Depreſſio. Sec 
Aris and PER. | 

Per THESIN. See Per and Fool. 

THIOR BA. See Pu EOR Bo. 

THIR D, an imperfect concord reſulting from a mixture 
of two founds, containing two degrees or intervals, and three 
terms or ſounds. See Concord and INTERVAL. 

The Third the Italians call Terza, the French Tierce, and 
the Latins Tertia; it has no general name in Greet. It is 
the lit of the imperfect concords, i. e. of ſuch as admit of 
majority and minority, without ceaſing to be concord. : and 
hence 'tis diſtinguiſhed into two kind, 

The firſt which the 7talians call ditono (from the Greek 
den) or Terza maggiore, and we the greater Third, is com- 
poled diatonically of three terms or ſounds, containing two 
degrees or intervals, one whereof in the ancient fyſtem was 


the greater tone, and the other leſs; but in the modern ſyſtem 


or „tema Temperato, they are both equal as c, d, ; 7, on 
nftruments of fixed ſounds, for on others they are diftin- 
euthed, See TONE and SEMI- TONE. 

Chromatically it 3s compoſed of four 6 twa 


whereof greater and two Jels ; it takes it's form from the ratio 


jel quarta, 4: 5. 

The ſecond Third, which the „nalen like, the Gree call 
Tribemitino, or Sanin, or Terza minore, and we the leficr 
Third, is compoſed like the former of three terms or ſounds, 
and two degrees or intervals; but thoſe degrees diatonically 
MX but a tone and ſemi-tone major, and chromaticall ly three 


ſemi. tones, two greater and one leſs, as 4, e, 7 or d, / 


takes it's form from the ratio ſeſqui quinta, 5: ©. 
boch thoſe Thirds are of admirable uf in melody, and 


Make as it were the life and foundation of harmony, Sce 


Meleby and HARMONx. 


It is here to be remarked, that the Third minor may be 


eher harmonical or natural; as when the tone is it's 5 loweſt 


meme, and the ſemi- tone it : hig! heſt, as 4, e, % ol à, e 


Or 


7 
A 
5 
1 
x 


4 
8 
| 


or arithmetical and flat, when on the contrary, the fem; 


tone have C 
is below and the tone above, as e, f, g, or 6, c, 4. na. 
They are uſed agreeably, both aſcending or deſcending . and th 
- and that either di grads, or founding all their degrecs, 25, Fl lowing 
e, or diſalto, skipping the middle ones, as c, e. Third 
But it is to be obſerved, that the greater Third has fn. which 
thing in it gay and ſprightly in rifſing, and fomewhat bes a the 
and melancholly i in falling : the leſſer Third on the contrer T1 
his fomething ſoft and tender in riſing, and ſomething h. compc 
in falling. For the uſe of the greater and leſs Third; in ge nor be 
ſeric; . the ſcale, ſee SCALE. | ar bet 
There are two kinds of Thirds, that are Fe ſlonant an; eerst 
vicious, the firſt only compoſed of two greater {emi-ion«;, WM part o 
and conſequently of a ſemi-tone !efs than the leſs 77%, tc} Ane 
is called the defeRive Third, from g to b flat. 905 ot reſo 
ihe {ccond on the contrary, has a ſemi-tone more they cond, 
| the greater third, and is therefore called the redundant eech i 
ſuperfluous Third, from to à K. Ane 
The defettive Thrrd is very frequent in Jralian for: 7s, che. to 2 707 
cially thoſe compoſed for inſtruments ; but *tis not to be ute But 
without necciity and a deal of diſeretion. Tt he Nn wer! 
Third is abſolutely forbidden. ure, 
In the ancient ſyſtem, ſays Mr Brofſord, all theſe ſpecits al, 1 
Thirds had but one double, which was the tenth, but ir * trary n 
_ modern they have 47 iplicate macs $I Se. See . fie ma 
TE RV AL. the tri! 
A Third minor is marked thus i in thorough baſſes, 2 H, of require 
ÞS 7, and fometimes onh y thus 53 the Third mayor 3. 1 
* 3, Or alſo & It a 
When a note in the baſs or dale part is fixned 4+, it bu ul has 
have a « Third, or where the Third is naturally flat if s 5 50 e Nea 
placed with it, it ſhews that the Third is to be diminiſhed: ay 0! aft 
if when the Third i is naturally major, this be placed there , tif letter 
to be OO or redundant both of theſe are very {cl [ re: 
done, Cally i 
The Third, as N major as minor, haye very fine bon 
in harmony, and may be called the foundation thereof; whens PPE ef 
tis permitted, to make as many Thirds atter ont ano! ite 
one pleaſes, either to the baſs, or ſome highe: part, Wy, t 
Our antients, ſays Mr Brofard, i. e. thoſe”! ſince G W 
among their other rigid precautions, tyed then ves to | 25 th 
rules with reſpect to the uſe of Thirds ; the ” was, en 
they were to be made in conjoint degrees; the ccc. I, 
both ae and minor were to be ſhook on; 70 the enen r 
E ight be a variety, and that the one mebt it 75 


and waks the other anparent, But the modcin. s, f 
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ure cleared themſelves of theſe niceties, and at preſent, make 
„ many Thirds as they pleaſe in disjoint or conjoint degrees, 
aun that without ſhaking, and uſe three, four, or more fol- 


which difference alone, is ſufficient to form infinite varictics 
a the agreements of the harmony. ro FS | 


"Tis one of the moſt indiſpenſable rules of a trio or 


compoſition for three parts, that the Third either major or mi- 


no; be heard in ſome part of every meaſure, whether to the baſs, 
ac between the two upper parts: but the fixth being a Thir/ 
verſed, may ſometimes ſupply it's place, if any following 
part of the long or any particular expreſſion require it. | 
And hence tis, that the Third may prepare, accompany, 
er reſolve, moſt of the diſcords; but more properly the ſe- 


cond, falſe fourth, or tritone, falſe fifth, ſeventh, fc, Sce 


each in it's proper place. | 
And laſtly, by this means we may paſs from any concord 
toa Third, and from the Third to any concord, at pleaſure, 


wer part riſes from a fourth, or falls from à fifth to an oc- 
me, the preceeding Third is to be major rather than minor; 
4. when we would paſs from the Third to the fifth by a con- 


the major; for by 


the trirone 3 34ly, that the dominant of every mode naturally 
requires a Third major, for if the Third minor be uſed, it 
inmates that the mode is to be changed quickly aiter it. 

Til hag not fo good an effect in the low parts, or thoſe that 
ve near the baſs, as in thoſe remote from it, at the diſtance 


0: an octave, 7, e. that the ſimple Third is good, but much 


better when double or. tripled, Fc. 24h), that the ſimple 
[ "a minor has ſomething in it fo ſad and mournful, efye- 
City in low or grave ſounds, that 'tis by ſonie thought a 


a little more lite, tis uſed in tender and affecting ftrains : 
30%, the ſimple Third major is really ſtrong and fonorous, 
ad therefore has a much better effect in lively brisk airs than 
de third minor, eſpecially if doubled, cc. and beſt of all 


"ren uſed in fome of the high parts of the compoſition, 
3 Wit the deſective Third, tis ſometimes uſed juſtead of the 
th 4 mmor, and in harmony is to be uſed with more dit 
6h than in melody; but the redundant or ſuperfluous 


h 45 las been ſaid, ought ſeldom or never to be heard, 
1H. 


o ing Thirds major without any ſcruple, becauſe ſo many 
ird cannot but have many natural and accidental notes, 


* 9 | — 
Er  —  — 


But it may here be obſerved, I/. that when the baſs or 


trary motion, the third minor is more proper to be uſed than 
this means we avoid the ſalſe relation of 


it muſt here again be obſerved, /. that the Third in gene- 


W.onant interval, and accordingly uſed in lamenting doleful 
txpretions, And as when it is doubled, tripled, e. it has 


a. _ OE A 3 —— —— PP DDr 7 20 4 "$4 
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THOROUGH BASS, is that which oe 


through the Compoſition, that is, continues to play IS g Fr 
both during the airs, recitatives, and to ſuſtain the chorus triple 
See Bass, | are 0 
THRENODIA, a mournful ern! ſong. Sce Sox g jul 2 
'FFE.KR CE; See Tris: re afford 
TIME is an affection of found, whereby we denominat on V 
it long or ſhort, with regard to ite continuity in the ſame g de. n 
gree of tune. See Tune and SOUND. may 
Tru and Tune are the greateſt properties of ound, 1» ll © 
whoſe differences or proportions muſic depends: Each has ts Co 
ſeveral charms, where the time or duration of the notes, every 
equal, the differences of tune are alone l of entertain. comb) 
ing us with en dleſs pleaſures. Th 
And of the power of time alone, i. e. the pleaſl res ar R 
ſing from the various meaſures of long, ſhort, ſwiſt, ang 5 
ſow, we have an inſtance 1n the Drum, which has no Gif wry - 
ference of notes as to tune, See TyMPANUM., by te 
TIME is conſider'd either with reſpect to the abſolute dy- brisk 
ration of the notes, that is, the duration conſidered in every 7 
note by itfelf, and meaſured by ſome external motion foreign 4 
to mufic, in reſpet to which the compoſition is ſaid to be . 
quick or flow ; or it is conſider'd with reſpect to the relation, But 
jaantity or proportion of the notes compared with one another, Fan. 
Sec Nor. an We 
The ſigns and characters by which the time of notes is k. 25S 
preſented, are ſhewn under the article Character, where ther . 46 
this 4 


names, proportions, c. are alſo expreſſed. Wag 

A formic breve, for inſtance is marked to be equa! to two Wi” The 
minims, and a minim to two crotchets, a crotchet to tus e 
N lo on, and ſtill in a duplicate Ratio, i. 6. in the Rito 
DES" Now, where the notes reſpect each other, thus 
7. e. ky they are in this Ratio, the muſic is ſaid to 5 


17 
dee Mk 


in duple, that is, in double or common Tre. ir 
When the notes are triple each other, or in the Ratio of BY" bade 
35 1, 7. e. when the ſemi-breve is equal to three minim, !'t 4757 
minim to three e ere and the crotchets to three quarely 5 . 
Se. the muſic is in triple Time. 3 F 
Now to render this part as ſimple as poſſible, the proportion Ie 
already {lated among the notes, are fix q and invariable * * 
to e: «preſs the proportions of 3: 1, a point (.) is added 9 Nu 
the right fide of any note, which is deem'd equivalent ol —_— q 
of it, and- by this means a pointed ſemi-breve becomes ed o Pr 
to three miaims, a pointed minim to three crotchets, 210 intel ha 7 an 
erotchet to three quavers, and on of the reſt, y en | 


q 


Sn ES 4,04 44 — — 


From hence ariſe ſeveral ratios conſtituting new kinds of 
triples, as 2 35 and 3: 4, Sc. but thele Mr Malcolm ſays 
re of no real ſervice, and are not perceived without a pain- 
ful ittention, For the proportions of the Time of notes to 

7:4 us pleaſure muſt be ſuch as are not difficultly perceiv'd, 
on n which account the only 1atios fit for muſic, beſides that 
of equality, are the double and triple. How far Mr Alulcolm 


may be right 1 ſhall leave to the diſcerning reader's better de- 


Common or double le Time is of two ſpecies, the firſt i is where 


wery meaſute is equa] to a ſemi-breve, or its value in any 
-ombination of notes of leſs quantity, 


The ſecond is where every bar or meaſure 18 ee to a 


minim. or its value in lets notes. 


The movements of this kind of meaſure are various, but 


dere are three common diſtinctions; the firſt low ſienified 
b the mark. C, called ſemi-circle, at the beginning the ſeco nd 


brick ſignified by 4 the third very quick, ſignified by + 


5 
this 2, or this 2 ; but when it has the laſt, there ate but two 

| crotchets in a bar. See TAGLIATO. 

But then what that flow, brisk, and quick is, is; very un- 

ain, and only to be learned by practice; the neareſt mea- 

lure we know of it, is to make a quaver the length of a 


rolſe of a good watch; then a crotchet will be equal to two 


y piles, a minim four, and the whole bar or meaſure eight; "Jp 


tis may be reputed the meaſure of brisk Time, for flow * 15 
long again, and for the quick only half as long. 


ſemi-breve or minim. 

But theſe are variouily ſub- divided into notes of leſs qu antity, 
dee MEASURE. 

Now to keep Time equally, we + make uſe of a motion of 
he had or foot; knowing the Time of the crotchet, we thall 
„pole the meaſure actually divided into four crotchets, for 
de firſt ſpecies of common time; then half the meaſure 
Kill be two crotchets ; therefore the hand or foot. be ing up, 
' we put it down with the very beginning of the firft note 
bach. and then raiſe it with a third, and then down a- 
pin to beg in with the next meaſure ; this | is What we call 
eating of Time. 
by proftice we get a habit of mak! ing this motion very 
al, and conſequently of dividing the bar or meaſure into 
wal parts up and down; as allo of taking all the notes in 
Weir just Proportions, ſa as to begin and and chem preciſely 


8 with 


* 
Lo 


TIM "Iz 


The whole meaſure then of common Toe is equal to a 


0 3 3 35 — ” 
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| | with the beating: In the meaſure of two erotelicts the 7 yalil 
1 is beat down, the ſecond up. Some call each half of te Be em 
1 ſure in common Time, a Time; and fo they call this the had t 
= Ir meaſure of two Times, or the duple meaſure, 5 are © 
[ According to the antients the Time was a certain c al20o: lowe 
} placed after the cleff, to ſhew how many femi-breves ee? /* 
| contains, and hence aroſe thoſe different diſtinctions into 7; * mark 
perfette, and temps imperfetto, in the latter whereof the breje 8 
Al equal to, or contained no more than two orgs cry of = 
4 but in the former *twas equal to three, and each of cla four | 
its particular character; the former for inſtance had theſ 1 En Tt 
| | 1 7 5 5 wo t] 
| N the H 
characters peculiar to itſelf tons. 
| | | Quatt't 
lure bt 
4 . yo STAC 
atter thete thiks DEG acters of hh "7 


FLY 
6; fe 


called a ſemi- circle) it makes what the 7talians call Toms 
diuario, or Tempo ata Seni-brevi, becauſe *tis more : they 


1 diſco 


. | perfor, 
A frſt ſhew the breve to be equal to three ſemi-bre: es, thote o others 
1 vii 1857 
. the laſt, that it contains but two. | cord 
4 When the characters of the latter is a ſimple C. Which cadenc 
[| 0 

| 


FI 0 7 

vey * 
other £ and that under this character the meaſure contain: 1 parts 
Re breve ; bur when *tis turned to the left, thus = he 0 Tom 


e lefſened by half their value, and the ſemi-breve infra! off ind int 
s e117 a whole bar, is but half a one or two Times, the minin ecitat] 


or 18 value in leſs notes one time of the meaſure, ion 
his Sign is ſometimes barred or cut croſs by a pap n "a 
| | T1 
line thus "20 and curned to left, thus hin in both Which [0.0 firs in 
. 
it marks what * tialians call Temps alla Preut; becni TIN 
anciently theſe characters diminijhed the notes by one T1 
and thereſo-e a lreve was required to the bar; but at pre Tir 
they intime: * t the meaſure be beat or divided into tal wnery] 
Marts ſlow, and into four pietty quick, unleſs contradictec Mal va 
the w ords Largo, Adagio, Lento, Ke. but when to theſe e grecs; 
are added the words, Da capella, or alla Breve, the meu cher 
; to be beat extream! y quick, „ and 
dome of the mod erns divide time into two 19eCI05 d Many 
5 | 6 ono \ 

{lie Er they derm ne Mogg: are, with this Sl b E: --10 v 9 77 by . 


fan aila Bret Us, Or d miniſke: 3 Of 


— 
Py 
- 
* 


2 1 * 
we notes ATE 


hes {> that to every bar a breve was required inſtead of 

(nü-breve. The ſecond Tempo minore, wherein che notes 

had their common values, or a ſemi-breve in the bar. Theis 

are © rdinarily call ed COMmOon Time, hut if a ſigure of 3 fol- 

bated either of the le, It alters their Jeriomination to Temps 

fernario maggiore, Or minore, according to the fign thus 
marked, for which ſce TRIPLE. 


Again ſome mark the meaſures of two crotchets with a 2 


? 


or 23 ſignifying the bar to be equal to two N whereaf 


chr make a ſemi-breve, 

Theword Time does not only ſignify the whole meaſure, but 
wo the aliquot parts thereof, as two Times, 3 or 4 Tings, becauſe 
the Hand in beating the whole bar makes ſq many different mo- 
tons, Tis in this ſenſe we underſtand the Ttallan phraſe, 4 
batte tempt | ſtaccati e vivace, which intimates th ir tho per 4 = 


87 ac ro and VIV Ac E. 

It is here to be obſerved, that among thete aliquot parts 
of the meaſure, there are ſome wherezn "tis more proper to 

erlorm either a concord, diſcord, cadence, Cc, than on 
Kur „ which therefore are called Temps di Bro, or Cattiui, 
according as it hap dens; ed proper to * rforn. A concord, 

idence, or place a long ly llable, *tis called Temps Bnono, 1. 
af wh be introduced and aſſed. in conjoint degrees, Cat. 
le, theſe we otherwiſe call the acc ented and unaccented 
parts, See ACCENT ,Buoxo and Ca r TIvo es 

Tempo, or Tempo gie, is often met with after Recitatives,. 
ind intimates that the Tre be beat equal, which during that 
rcitative was managed otherwiſe, to humour ſome e 
Klon, &c, - See RFC Ir AT Ivo, | | 

For triple Time, ice TRIPOLA, or rather TRIPLE, 
TIMOROSO, fignifies that the ſong is to be piay'd 
urg in a manner as to expreſs an awe or dread, either tc 4 

dect, OF TO repreſent fear 
| TIMP AN O. See T YMPANUAM, 
110 50 dee INEORBO. 


ws. n ; | 
1 IR JA, is a term uſed by the alan to expreſs in 
Fenera] any quantity of not CS, of whates er K 1 9 provided of 
dul value 4 TOY ing eitller Up W Ards Or dow BWaTrks in Ci nit 141 
grecs; they lay Tirata / a: Semiminime, when there are many 
Fuchetz fol! Own: 5 Oe anot! 11 in theo S Mall ner a 20 ve FRCRUGN - 
bt, and again Tirata Legaturd, or Syncepats, when there ars 
5 notes the of fame value Fall wing one another, 
one which the laſt ot ons bar ; andthe nrit of the next are 


ur 


TI 127 « 4 1 | 
0 of 4 ICC, Cie: thus 


Ti 7 2b; 


fare be beat in four parts, well diftinguiſhed and with life, See 


* 
+. 89 
: 
* 
{; 
It 
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1 
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But this term is particularly uſed for a ſucceMon of mary 


notes of the ſame value, moving in conjoint degrees af“ 
ing or deſcending, 


greater value, of this there are four kinds. 

Firſt, Tirata mezza, compoſed at leaſt of three or four 
ſcmi. quavers, which rife or fall to ſome note that i; + fourth 
or fifth above or velow the firſt, as 


TIT Pager Oo N 
I —— 


x: aw” 


| Aſcending. | . 


8 


Defc ending. 


Second, Tirata defecsiwa, when this ſuccefion is defeRivo 
* 


{,e. when its riſes or falls a fourth, fifth, or farther, but ne 
reaches the octave. 


Third, Tirata perfetta, thus called mk properl pa tri 
ceſhon, is when between the firſt and laſt note thereof 


move through all the degrees of the octave, equally the Gogh 
falling as rifing. . 
Feurth, Tirata au#ta, or excedens, is when this fucceſlon | 


runs beyond the . of the octave, as abo ve deſcribed, 
Some alſo called the Reulade by this name, but 1mproperly 
dee RovLrape. | 
TOCCATA is math the ſame as Kiroicaty or Þ ? hantajua 


Taſtatura, &c. yet this is diſtinguiſhed from the other kin 
of ſymphonies ; i, as being uſually played on inftruments 


that have keys, as Organs, Spinets, Ce. Secondly, that it i; 


commonly compoſed to exerciſe both hands, becauſe . Ve 


times the baſs holds out a found, while the upper part mak 
diminutions, paſſages, or Tiratas, and afterwards that pat 
does the fame. while the baſs moves 1n its turn, 

TOCCATINA, a ſmall reſearch when we © ha we no! 
time to perſorm it in all its parts, See Locca rA. 

ION PDO, the fame as Rotondo, which "hh 

TONE, a property of ſound, whereby it cn ; Under 
relation of 4 grave and acutc, or the degrees of elcyatic n amg 
found has from the dc rec of ſwiftneſ of the REN Ns of ths 
parts of Endres bodice, See SOUND: 

For the cauſe, meaſure, degrees, di ferences, 2 e, of Tenth 
fce TONE; | 

The varieties of tones in hir man voices, ariſe party 
the 0 men ons. of the u indpipe, Which like the Flute t 
longer and narrower it is, the more acute . ne ſoun 
head of the larynx, Ar 0 


75 \ i1 
F 7. f* » 21117 LY T1 14 9 Fri” © y 115 
es z VM 29111 1 a Oni the 


7 


before the firſt whereof is placed 2 auf, | 
equal to Aa quaver or ſemi-quaver, and ending with a note | 


ſenio! 
When 
of th 
10, 1 
arp 
third 
111 1 N 
Of 
and 0 
of: J 


one ſe 


21d 01 


of the «ah called Pomum Adam, the Tore of the voice be- 
ing more or leſs grave, as the rima or cleff therein is more or 


interval of tune, whereby a found may be either raiſed or 
lowered from one extream of a concord to the other, fo as 
il to produce melody, Sec INTERVAL and Cox coup. 
Muſicians, beſide the concords or harmonica! intervals, 
zemit of three leſs kind of intervals, which are the meaſure 
ind component parts of the greater, called degrees. Joe DE- 
nil 

Ot theſe degrees two are called Times, and the third Semi- 
ne; their ratios in numbers are 8: 9, called the greater 
Jene, 9: 1 o, leſs Tone, and 15: 16, a Semi-tone, 


their differences. 
Thus the greater Tone, 8: 0, is, ſay Ariflides, Bacchius 
ſenior, c. the difference between a fourth and a fifth; 


of the two fuſt concords, as to magnitude; the leis Tone 9: 


rd greater and fourth. See THIRD, Fou RTH, Ma JoR, 
Mixok and SEMI-TONE. —  _ 
Of theſe tones and ſemi- tones every . is compounded, 
” of conſequence is reſolvable into a certain number there- 
Thus the flat or leſs third conſiſts of one greater tone and 


ore ſemi-tone ; che e or tharp one of one greater Tone, 
and one leſs, 


tone, See Fou RT RH. 
The Fifth of two greater Tines, one lets Tone, and a ſemi- 
tene, See FIFTH, Cc. 
A cording to Ariſtonenus, the Fame | Is Ait in a 1 
manner in each of the three Genera; in the diatonic 'tis di- 


led into two ſerai-tones, one major, the other minor; 3 and 


chro matic, the leaſt interval is a third part of a Tone; and in 
thi te enharmonic genus the enharmonic dieſis, agreed to be a 
quarter of a Tine is the leaſt | nterval that is ſung; and he adds, 
Wat two Zones do not follo one another in the 1wo latter; 
Nor * than three | in the ſormer. 
; 'ToxE again (favs Euclid) is taken in theſe four ſenſes; firſt, 
N for a ſound or noiſe; ; ſecondly, for an interval; third- 
4 0 ff pid of the voice, and lah, for raiſing the voice, 
taten for a ſound, when we uſe it with. regard to the 


1 Nr 
44 1 4» 


TON ns 


& oN E, is more „ uſed for a certain degree or 


Tox gs ariſe out of the ſupple concord, and are equal to 


whence, ſays Gaudentius, ſome have defined it the diſterenet 


10, the difference of a fat third and fourth, or of a fifth and 
ap fixth; and the Semi-tone 15: 16, is the differer nce of a 


The fourth of one greater Tone, one les Tine ad; a ſemi- | 


this is the ſmalleſt interval in that kind, i. e. diatonic; in the | 


: 
1 
$1 
33 
| 1 4 
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Ly re, and ſay that it had ſeven ſounds, Heptatony for 1 
interval, when we fay that between Mefe and Params; 


a 4 

A and B, there is a Time, which is major; for the nit | . det 
the voice, when we ſay a piece is compoſed in ſuch 4 7 , 
mode, which intimates no more than a certain ſpecies o line 
tave in a certain degree of acuteneſs; and for the ing 0 tone 
the voice, when any ſound either g Grave or acute is ſung T, the 
this we may add from Arijtides, that never more than tu [ 
Tones, i. e. taking it for an interval, are contained in a fourth, the 
Bini Tom in uno tetracords ponuntur, plures nm,” note 
For the uſe of Tones and ſemi-tones in the conſtruction g note 
the ſcale of muſic, ſee Sc AL E and SVS TEM. that 
. TONO Tins, See Toxx and Too. If 
TONTCO., See SYSTEM. fo bc 
1 ONS 2 Bee Tow and Tuons.,. 58 
TOUCH, ts ſaid of an Organ, which the ey fay has: the 7 
good Torch, when the keys cloſe and lie down well, bein. N 
peither 00 Riff or too looſe, See ORG an, x trebl 
TRANSITION is, when a greater note is broken u. if tht 
to Icls, to make ſmooth the roughneſs of a leap „ 00 a gta piece 
dual paſſage to the note next following ; de tis com: cit 
monly called the breaking of 4a pres being ſometimes very ne- lame 
ceſſary in muſica 1 compoſitions. See Nor E and PASSA OE. latio! 
TRANSITUS is 4 term, which Martian. Sat. the ſe 
makes ule of, to expreſs what is otherwile ce led Mutatiy to be 
See Ny, Hd 0 TDN, ee d. 
TY = + SPONEN DO una lei 2a, una puri, Kt. £ =. 
_ = 5 Mr Braſrd has made uſe of this J lch 
raſe in the feventh Motetto of his Prodromus Mv/ical's, to Bode 3 
knit y, that if the thorough bats be tranſpoſed 2 9133 00ve 
fourth, &c. lower, that Motetto may, though comp 7 Teen 
counter-tenor, be lung or played by a treble or tenor; an iy «me 
moug them there are ſeveral others that m: ay be uled in the Th 
ſame manner, *Tis one of the princ ipal uſes of Tran pati with 2 
to reduce the Baſſo conlinuo to a certain pitch of tune, that above 
may not be inconvenient, as forcing the voice or (ound cithe of the 
too hich or too low der TaANSPYOSIT ION, 5 Cert, 
TRANS POSI ＋ ION, the writing ny ſong ait of more! 
tune in any key © r cletF « lite rent from that in which it 1a 1 Wl Tra 
compoſed, Fat | RY, 
Of this th ere are two kinds; the firſt is with refpect 13 ort 
the £ eff, a; 1d ee with regard to the key, 75 
he 


Tran) 72 7 irn reſpect to t the cleff, conſiſts in the ching: 
ing the places or ſcats of the notes or letters, among the 1"! 


Ode pl 2 


23 * 8 
s ICTfu 


Kon. t! 
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and ſpaces; but ſo as that every note be ſet at the ſame } tetter. 
See CLEFF. 

This is done, either by moving the fame cloff F to another 
ine, or by uſing another cleft ; but with ſigns that place the 
tones and {emi-tones in the fine order as before, by reaſon 
the piece is in the ſame key. See KE x | 


The practice i is eaſy in either caſe; in the firſt, you take 


(he firſt note at the ſame diſtance above or below the clefi.- 
note, in its new poſition as before; and all the reſt of the 
notes in the ſame relations or dit. inces from one another; to 
that the notes are all ſet on. lines or ſpaces of the ſame name. 

lu the ſecond, or ſetting the muſic in a different key, *tis 

to he obſerved, the places of the three cleft-notes are inva- 
riable in the ſcale, and are to one another in theſe relations, 
the mean @ fifth above the baſs, and the treble. a fifth above 
the mean. 

Now to tranſpoſe to a new cleft, for example, from the 


t the individual note in the ſame place of the ſcale, as if the 
vicce were that part in the compoſition, to which the new 


lame note we had before Tranſp o/itiom. Now from the fixed re- 


the ſeat of the firſt tranſpoſed note, and then all the reſt are 
to be ſet at the ſame mutual Wande they were at befo re. 
ber dc AL E. 

„uppaſe, for ee, the firſt note. of a long to be D A 
lch above the baſs- cleff, wherever that cleft is eme the firſt 
note muſt he a greater ſecond above, becauſe a greater ſec ond 
ove the mean, is a fixth above the bals-eieft, . od ation be- 
enk the two being a fifth; ſo the firſt note will be ſtill the 
ame individual D. 

The uſe of this Tranſpoſtion i is, that if. 4 fo ng being ſet 
with a certain cleff in a certain poſition, the notes go far 
above or below the ſtaff of hve lines, they may by the change 

the lame cleff in the particular ſyſtem, or by taking a new 


more within either extream than before. 
 Tranſp:fition from one key to another, is a changing of che 
key, or ſeting all the notes of a ſong at different n nd 


ments. See KEN 
| The Defign hereof is, that a long, which being begun i in 
dae place is too high, too low, or otherwiſe inconvenient for 
8 certain inſtrument, Na be beg; un in anothe EL place, and 
n 1 tat carried on through all is juſt dhe; grecs, LL | 


treble to the mean, wherever the new cleff is ſet, we ſuppoſe 


eff is generally appropriated; ſo that it may direct to the 


litions of the three cleffs in the ſcale, it will be eaſy to find 


FF be brought within the compals of the lines, or at leaſt 


Friotming it conſequently i in | different places upon the mitru- 


— — 
—— — 
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The cdeff and its poſition here remain the ſame, and 
change is of the notes themſelves from one letter to a; wither 
and its line or ſpace td another 

in the former Tranſpo/ition, the notes were expreſſes I 
the ſame letters, but both removed to different lines 4 
ſpaces; in this the letters are unmoved, and the notes gf the | 
ſong transferred to, or expreſſed by other letters, and cone. — 
quently {et on different lines or ſpaces, which therefore e. f 
quires 2 different ſignature of the cleff. 

Trenfſpaſition then is the changing the notes of a ſong t 
different ſpecies of octave, to that in whick it was firſt com. 
poſed, or at leaſt in which *tis actually noted, in ſich m 


* 


that the ſemi - tones of the two fourths, which compoſe exc, Wl 45 
Octave, as mi, fa, and as the French have fry ut, may W found * 
by means of & þ flats, or & & ſharps, exactly in the faine W 
range, or in the ſame degree or proportion to one another, “ 

before Ten ton, 765 

| 99 (991 

2 | KC 112 

N 8 -2= —_ tr | makes 

JL — . — — . 11 MU pole! 
Diatonic or natural cclave. = alas. e a tone higher "Th 

| | 1's 

(Hane 

where the ſemi- tones of the fourth i in the diatoni are found i, Wha 
by means of ſharps. Th 

Or *tis the uſing one or more chrcaate chork ds inflesd 8 

the natural or diatonic, to conſtitute a mode, that is to tn Th 
to place the final on any degree at pleaſure, or to render the WW: {.., 
fifth above it juſt ; and by that means make it the dom nant, WW Se. v 

or to make the third major or minor, &c, See Mops. It! 
It muſt be obſerved, tis not poſſible to tranſpoſe a ciatonic e v 
_ Tong, or one wherein there are none but natural chord, citie "I 

higher or lower, without the aid of theſe chromatic $gns, «tl! 7 
one g flat, or one ſharp # ; and very often one ma) 1! K The 
ſufficient; therefore 'tis here to be remarked, that it ne; 1.., 

Hats or ſharps be found in a fong, either immeͤd iately after TR 
cleff, or in different parts of the ſang, on the natural or eſſa. TR 

tial chords of the mode, it may be concluded, that the ſong uſed, e 

in a iranſpeſed hs and therefore may be reduced 19 2 1-8. 

turn-on... tes on 

Laſtly, Tran/poſition is to uſe theſe chromatic chern N how 
ſuch a manner, as that by their help the chords of the t ſten pl; 
octaves, tho? they begin and continue in different een bott 


degrees of the gamut, may form the lame intervals, znd c 
Kquently have the ſame namee, 
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th Natural, Ut a Tone liber. Ut a third [Wer 
| 1 FFF 3 
— — 222. ——.. 
52538 — 44382 1 = *. — LSE I 
—— x . —— 2 — — - > D) .. .&f — 
| £24 HE ; 
: Pes — . = 
DE EIT 
Re Nateral, Re a Tone 555 her. Re a Tone lower. 


We here only give examples of Ur and Re, becaufe the 
inal of all tranſpoſed modes muſt be one of thoſe two 3 
Ut, the third above it is major; if Re, minor. 

Many things might here again be ſaid of the cauſe, nature, 
fects and uſe of Tranſpoſition; but we ſhall only add from Mr 
Brojard, chat it is a thing that gives a great deal of trouble 
(0 poung practitioners in einging. Sometimes by the negligence 
4 ther of authors or copiſts in forgetti: 17 to Pen the chroma - 
. « fins for a flat or a {harp being omitted after the cle *, 
makes them miſtake in tranſpofung the air, . h thev fup= 
poſed noted in a certain cleff, which the accidental flats or 
harps in the courſe of the long, ſhew not to be natural. 
This Tranſpofition neither raiſes or lowers the tone, but 
changes the names only, and red; UCES A tranſpsjed long to a 
aural one. See Mr Alexander F#reres treutiſe thereon. 
"TRE, three „ as 4 tre voc, vielini, ſlronienti, — fir three 
beiter, Violins or inſtruments, 


ak — 


IN 


ay TREBLE, the higheſt or acuteſt part of the four parts 
e {rmphony, or that which is heard cleareſi in a concert. 


dee MUSIC and PART, as alſo SYMPHONY. | 
In this ſenſe we fay, a treble Violin, treble Hautboy, Cc 

on bee Vio LIN and HAUT BOY. 5 

In vocal muſic the Treble is uſual! y Socke to boys and 


ec, . e. their parts are 7rebles, | 
* The Treble is divided into firſt or higheſt Treble, and fecond 
nal ior low Treble ; half Treble is the fame with the counter -tenor, 
Kb TREMOLET TO: Sec TREMOLO. 
cken TREMOLO, Tremolante or Tremente, 'tis not often 
002 Wiſer, except thus thhreviated- Trem. ot tr, to intimate to the 
1 . nfrumental performers of a piece, that they make ſeveral 
| tes on the ſame degree Or pitch of tun e, WI ith one draw of 
" de bow, to imitate the ſhakir; g on the Organ. Tho' this 38 
e il 


lien placed in the vocal parts of a ſong. We have exams: 
1 in Mr — s opera ot Ijis, 


Pp P 1 We 


- a 
” Rn,” FR — ” 
. N ad 5 
l — 4d 
- RAE - : 
* *r K 0 , I. - 
2 — — — < 4 
. ug rr * , — Ayia 77-4 
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f kq prently have the ſame namee, 


The cleff and its poſition here remain the ſame, and 1, 
change is of the notes themſelves from one letter to a other, f 
and its line or ſpace to another ol -— 

in the former Tranſpoſitian, the notes were expꝛreſſe d . 
the ſame letters, but both removed to different lines ny | 
ſpaces; in this the letters are unmoved, and the notes fte -— 
ſong transferred to, or expreſſed by other letters, and cone. Will = 
quently ſet on different lines or ſpaces, which therefore te. / 
quires a different ſignature of the cleff, 

Tranſpoſition then is the changing the notes of a fong 0 f 


different ſpecies of Octave, to that in whick it was fir ft com- Y 
poſed, or at leaſt in which *tis actually noted, in {ich (5 _ 
that the ſemi-tones of the two fourths, which compoſe exc be: 
oGave, as m1, fa, and as the French have ſty ut, nity be found ke 
by means of & h flats, or * + ſharps, exactly in che faine | _ 
range, or in the fame degree or proportion t to one another, ax 4. 
before Touts ſtion, 90 
, Mages 

| = poſe] 

Diatonic or natural , | Tranpoſl a tore 5. gher, on 

| | {ns 
where the ſemi-tones of the fourth in the diatoni are ſoun hes 
by means of ſharps. | Th 
Or *tis the uſing one or more chromatic GS inflead of An 
. the natural or diatonic, to conſtitute a mode, #þ3t is to far TR 
to place the final on any degree at pleaſure, or to render H em 
fikth above it juſt ; and by that means make it the dominait, Me 7 
or to make the third major or minor, &c, See Mons, In «1 
It mutt be obſerved, tis not poſſible to tranſpoſe a diatonic e v. 
Tong, or one wherein there are none but natural chords, cither 3 
higher or lower, without the aid of theſe chromatic {1gns, c irls, ; 
one & flat, or one ſharp # ; and very often one may nt xl 7. 
ſufficient; therefore 'tis cl to be remarked, that it mai low 
Fats or ſharps be found in a ſong, either immediately after! TR 
_ cleft, or in different parts of the ſong, on the natural 9 offers TR 
tial chords of the mode, it may be concluded, that the ſong's uſed, c 
in a tranſprfed _ and therefore may be reduced OE FOR 
tural one, notes or 
Laſtly, Tranſpoſ tion is to uſe theſe chromatic character: 0). bon 
ſuch a manner, as that by their help the chords ot the oe. pl, 
octaves, tho' they begin and continue in different Vetter k both 


geg tees of the gamut, may form the tame inter rab, 2nd 0 


ub 
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Ut Natura. Ut a Tone !nver, Ut a third Inver, 
Eo * 4 — 
— — 
& CO — ee A US" Þ | - wy” 


— — — 


Re Natural. Re a Tone hioher Re a Tone Inwer. 


We here only give examples of Un and Re, becauſe the 
finals of all tranſpoſed modes muſt be one of thoſe two; 
Lt, the third above it is major; if Re, minor. | 

Many things might here again be (aid of the cauſe, nature, 
effects and uſe of Tranſp1/i 9 but we ſhall only add To m Mr 
Brajard, that it is a thing that gives a great deal of trouble 


ether of authors or copiſts in forgetti: g to place the chroma- 
ic figns 3 for a flat or a ſharp being omitted after the cleff, 
makes them miſtake in tranſpoſing the air, which they ſup- 
poſed noted in a certain cleff, which the accidental flats or 
haros in the courſe of the ſong, ſhew not to be natural. 
1his Tranſpoſitron neither raiſes or lowers the tone, but 
changes the names 4 50 and re. dub. es a tranſbo/ed ſong to 7 
lata one. See Mr Alexand: r Freres treatile thereon. 
IRE, three, a sa tre voci, ohm, [troments, — n three 


a 


2 FE 

( wires, Violins - or ernment 

ay TREBLE, the higheſt or acuteſt park of the four parts 
nn ymphony, or that which is heard cleareſt in a concert... 


der Music and PART, as allo SYMPHONY. 


In this fenſe we ſay, a treble 1 treble Hautboy, Sc. 


one be Vio LIN and HAUTBOY, 
(el lu vocal muſic the Treble is uſually committed to boys and 
ziele, i. e. their parts are Trebles, - 


"Y The Treble 1 is divided into firſt or higheſt 77 le and ſecond 
dauer low Treble; half Treble is the fame with the cou: ter- tencr.“ 


TRE MOL ET TO. | See TREMOLO. 


25 TREMOLO, Tremolante or Tremente, tis nat often 
002 Vue, except thus ibbreviated. Trem, or tr, to intimate to the 


nftrumental performers of a piece, that they make ſeveral 


1 


the bow, to imitate the ſhaking on the Organ. Tho? this is 


i both in MI Toy 5 xd a of 1jis, 


to young oraQtitioners in ſinging, Sometimes by the negligence 


potes on the ſame degree or pitch of tune, with one draw of 


ten placed j in the vocal parts of a ſong. We ha ve examples 


p p_ Ky h ; ES, | We 


' L 
| | 


one major the other minor, and of donſequence a double har. 
mony. nee FIFTH. 


290 „ 


We alſo find Tremnoletto, it's diminutive, placed tg 7, 


what the French call, tho ſomewhat improperly, a Caine T 
and we a ſhake. uſed 
TRI A, a term purely Latm meaning three, and n an. Fente 
cient muſic it ſign! fyed a Trio, or piece compoſed Fin this "| 
parts, and to to be ps rformed only by three voices or inſtrument. 1 
Sce TRIO. 1 fer 
TRIAS Harmon. a, the harmonical trad: compound my 
of three radical ſounds all heard together, of Unie 1 one | 1 
&fth, and the other a third above the Other, whic! mel 
fundame ental, Sec CONCORD. ltr 
The Triad is properly a conlonance formed of a thr; „een 
2 fifth, which with the baſs or fundamenta} Hund make oe 0 
three different terms; whence the name Triad. That 12 1 
harmonical is doubtlefs given it from the wonderful property 3 
of the fifth, which divid es itſelf into two thirds very natural. frac 
AUT 


ly, both excellent and perfectly agreeable ; ſo that this one 


| with 
End diſpoled between two others, nake two th. ds at nc, th 


8 fit 
I , L 
em- 


5 ame 
Hence it is, that in 777086 particularly this concord i pre 


b T; 
fered to that which divides the octave into a fifth and z i 
11 17 a naye i 
kourth, in regard that if there be concord on one tide, there] 
L. 8 ne! 
is a diſcord on the other, whereas here the harmony is com- Mg 
1 ö 15. ' AUiter 
pleat on both ſides. But here it muſt be obſerved, th 11 
' tw 


ourth is by ſome accounted a diſcord, but by molt e C| 


: 
ede 
a concord; and *twas upon the diviſion hereof, that's 4 0 60 | 


0 
many of OS ancient niceties depended. - 4 i 
Of the three ſounds which compoſe the harmonical 7 f Ya 
the graveſt is called the fundamental or baſis; the acuteft, that oy, 
is, that which makes the fifth, and terminates the conc! Fog 
upwards, is called the excluded or higheſt ſound. jon; 5 
cliſſie and that vehich divides the fifth fo 6 IA y into ting " 
thirds „ the harmonical mean, Medius harmonic = TOP 
This divition of the fifth into two thirds may be bei Tr 


NN 


formed tuo ways, 25 Fir/t,, harmonically, when th 
greater ite 18 joweſt, and the leſs a-top; in e 0 
the Tad is ſaid to be perfect and natural. Sec F'eERTZA 
Secondly, Arithme tically, when the leſs third 18 burt 
and the greater a atop M in Which caſe the Triad F is called in 


Jorg 
periect or flat: both are good, but the laſt is not ſo de _ 
uicd as the firſt. * SYSYGIA, | a by 

TRIEMIT FON ©, Or 8 is 1 lem - Ty 
tone or third minor, See THIRD and MINOR. Menu 


TR] 


e * 


TRI | 29 . 

TRIG ON, or Trigmen, a2 muſical inſtrument, much 
uſed among the ancients, it is a kind of triangular Ly re, in- 
reſted oy lh cus. See LyRE. 

TRILL. See I RILLO. | 

TRILEET TA, a little ſhort ſhake or quaver ; it 

gers from Trills only in point of continuance, being its di- 
minutive E. See TRIILo. 

TIL LO, is often found marked with a ſingle T. or 
metimes tr. and often alſo by a ſmall 7. as well in vocal as 
oftrumental parts. "ET 1s to intimate, that vou beat quick 
pon two notes in conjoint degrees, as 2 f, or d e, alternatively. 
ene after another, beginning, with 150 higheſt, and ending 
with the loweſt; and makes what the Fr end h improperly call ; 
cafence, and properly Tremb'gnent. But tis very often " 
found in Bal muſic to give notice, that the ſame ſound be _— 
| fruck many times. over, deginning a little Now, and guding 
with all the ode that the gula or anger can form them ; 
's ſappaſing the firſt two or three quavers, then as many 
emi-qua vers, and ending with demi. ſemi-quz vers, all in the 

ame pitch of tune, | Wm, 

'Tis properly the Italian Trille : the manner wherein we 
haye deſcribed it comes far ſhort of what an able er So 
bew iclating thereto, The Italiaus uſe it more particularly 
ater they have held out a note, or made a Non! 1% Or 755 274 
0 two or more meaſures to eaſe the voice, which fo long 2 

ion had weakened, 
"BIG O, is faid of a piece of muſic made to be performed 
by jr ee voices; or more properly 4 compoſition conſiting of 
ker parts only, See Vor c E and Parr, Wl. 

Tr115 are the fineſt kinds of oe Tags and ought to he 
nicely regular. der CoN CERT, H AR! 


TON 


— 
— 
. 


0 14 
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It is to be ob erved, that beſides the general rules of counter- 
wit, which forbid that two oftaves or rwo hith 5 {follow one 
mother, either to the baſs, or among the other parts, in 
Iris the third muſt be heard in every time of the bar, Siber 
with the baſs, or between the other two ſuperior _ 1. b. 
kat one of the parts make a third with the baſs, and the other 


2 fifth Sr octave, 
Cor 


1 metimnes the ſixth, AC compan RY: with the octave 451 e 


my be uſed inſtead of the third, ecaule then the upper parks 
„ane third among themſelves, = 
8 here! eciore the fich and octave are very ſeldom to be uſed, 
Keuſe there WI 4 they be 10 third . to the baſs, or between 
be parte. 


— re EIS 
— = 


N 
All diſcords may be uſed in Trios, the ninth muſt be 3. 
companied with the third and fifth; as alſo very well wit 
the ſeventh and redundant fifth, provided an Octave {}. 
low. | 
{he ſecond muſt be accompanied by the fourth, and 

Jowe d by the third. The fourth by the fifth or 
be ſyncoped, and followed by the third; if not, by the fon? 
and followed by the fifth, juſt or alle, as the courte 5 15 
ſon or harmony require, 

Ihe tritone mult be zepenien by the ſixth or con. 
an] "A LA d by the ſixth, but ſeldom by the octave. Th 
falſt fifth muſt be 8 by the third, or by a {xth, 
and followed by a third, : | 

The feventh major or minor if ſyncoped. muſt be won. 
panied by the third, faith, or ninth; ſeldom or never by the 
oct ive. 

The aperfluou s fi{th nut. be accompanied by the third. 

"The { »venth. aer may be accompanied by the {-cond 
ſixth, and jometime: 5 by a fourth, if the baſs bold: 
note. 

TRIPL A, is an Halian term which ö 15 not very yo 
not beiug taken notice of in the dictionary di Ciſco. This] 
term is uſed in mathematics and muſic to expreſs on: 0 te 
multuple proportions bet een two numbers; and is wen th- 
larger contains the ſmaller three times preciſely, 

6 2, 9: 3. See Pro 0PORTION. ed 

Lor Tripia maggiore, mire, perfetta, imperfetta, di nun, 

di ſemimiuime, piccisla, crometta, ſemi-crometta, &c. i 

Tx Ip LE, or sab and SU B en PR 

A 1 L 1 F. is one of the K. nds of meaſure or time So 
TimE and MEASURE; 
TRIPLE Times conſiſts ot raany differ rent Werde, whereof 
there are in zeneral four, each of which has its varictis: 
The common name of Tripie Time is taken hence, that th 
whole or half of the bar is diviſible into three 8 and bert 
accordingly. the firſt time down, the ſecond with the tur 
of the hand, and at laſt with the hand quite up, and it“ 

motion that makes what the Italians mean by t h "hraſe * 
deggiare la mando. See ONDEGGIARE. 

Our antients, 7. e. ſuch as have writ on muſic wi 
theſe 400 years, had many different ſigns for ſhewiogth that ti 
meaſure was to de triple. 

In the firſt they had no occaſion. for any ſian after dt 
cleff, or in any part of the long, which 1 13 5 fill to tound. in fon 

| mod 4 


1 
1 


14% 


Ixth, | 11 17 


ON 1 
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modern | pieces, and is Yes under the article Hemiolia, 
which lee, 
The ſecond had certain lines after the cleff, which is ſer 
own under the article Modo, but this cuſtom has been left off 
boxe theſe IOO Years. See Mopo. 

Beſides they had many others, ſome of which the modern 
bays in ſome manner retained, which the reader may find un- 

ler the articles PR OLAT ION, and Tempo or TIME 

But within theſe ſeventy or eighty years there have been | 
ve! ted many other ſpecies of Triple, which however may be 
brough under the three general hexds of ſimple, compound, 
and mi: ved I riples. 

The firſt ſpecies then is the ſimple triple, wh of meaſure is 
fs cher to three ſemi-breves, three minims. or three 


2444 ˙——2 ² V Tee 


! 
| Me Sh P 5 ) 
crotchets, Se. Which are thus marked | 15 HS | Ty 
| | - 


iat the firſt is not much uſed, 28885 in 1 mufic. 
'n all theſe the meafure is divided into three parts called 
Times, wizerefore tis called triple ee or the meaſure of 
three times, whereof the hrft | is beat down, the ſecond up, and 
the laſt down. 
and this again is Lined into major, Minor, picciola, £r0- 
a and ſemi- crometta. The firſt is called major Triple, 
auſe breves, ſemibreves, ot notes of ſuch great value are 
"= therein, and the meaſure is therefore to be beat flow, 
nd of courle each time of this is greater. or of longer dura - 
| uon than thoſe of the other. 
(on The ancients had, and the 7a/:ans at 1 have, four F fte- 


rent hgns for triple major. The Tripla Moggiore perf etia 


— T— 


> thus marked, 


F : the Triple maggiore mferſetia, 


the this = In 3 Tripla ſeſgui | Os perſetta, 
we . 2 SBS | | | . | 
- thus, 1 3 and % Sefqui altera ma Wal (12Þ ere | 


jitta, thus, 2 | Whenever theſe ou were 


ved, thees onal therefore ſix minims, 
Crotchets, Wc, were required j in the har. 


4 whole difference between the perſetia and imperſetta_ 
"ted in the value pt the breve, which contained a whole 


bar 


twel ve 


3 r 2 
— — 2 x, — 
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bar without a point, When governed by the firſt and ch | 
characters, hence called perfect; ; and but two times under the the 
direction of the ſecond and fourth, if ſet without a point f er 
augmentation, and this therefore is called: 'mperfett, by rez. for 
ſon it wants one half of itſelf to make up it's qu; 1Ntity 6d z 1 
three times, or a whole bar. See Note and Pois 75 oK of 
PuN ro. unt: 
Of theſe four ſigns the moderns hay 0 retained but or ie, vir, | [ 
3, without having the trouble of placing the circle at ©; WM ::© 
citcie before them, Theſe two cyphers explain e de - mat 
three ſemi- breves are required in the bar; and that 3 breye. bell 
having naturally the length of two ſemi· breves withou: ; u 
point, with one contains a whole meaſure; and the othe; _ Bu 
notes in proportion. This is wſually beat largo or adi. the 
But it muſt be obſerved, that while ſeveral ER. folly bar 
one another, whether tyed or not, they contain each theo give 
times or a meaſure, though not pointed, *till hw, comes 3 app] 
ſemi- breve or two minims, or any note of leis value, wh} A 
alters the breve to two times; and in ſuch cales. it want 2 the! 
point to compleat the meaſure, N 1 bc 
Alſo when many breves lye between two ſemi-breve, long 
between two reſts of their value, the arft and laſt chen con- ene; 
tain but two times. Fs 6k, 
Ti birdiy, Thar the black notts, or as the Halen call hem 1 
notte obſcurate, whether breves, ſemi-breves, or in form 2! 4 Wi ©: /z 
lozen: ge, ought to be conſidered as if they were winte. It 
Laj ty, That the pauſes or characters of filence un theis tines 
ens contain only half of their uſual quantities, op that the 203, 
5 lung inſtead of four, contains but two minims: the te. ea in 
| but one for two, one or two ſemi-breve reſts but one 07 ts mi- 
times of the meaſure, It would therefore be of fervice, f iche 
Indeed tis almoſt neceſſary, to place a cypher to pre! 3 th rt 
value of fuch pauſe, leaſt in the performance, one! flick ald kip Wi 
pen to miſtake. -- - 5 eb; 
The ſecond ſpecies of fimple Triple, by the Iraliars ca, rie 
| Trifla minore, or Triple of femi- prey. es, or 3 for 8 07 WO « 
alſo, our ancients had four difterent ſigns. according tO WA Y ach 
che) called them * three different names, ir. Pre 4 

2 

maggiore perfetta, thus diſtinguiſhed, 0: prev 2i” badet 


£ 1 T1919 
mmmore perfet id, thus, (C. Or Cs 3 05 and 19. b 5 es, 


277 prrfetta, —_ C3 O. 
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Under the direction of theſe ſigns the meaſure contained 
tee minims, and confequentl; ſix crotchets, tw elve qua- 
ers. i#; their differences depend entirely on the value of the 
emi-breve, which when governed by the three fir? characters 

15 bar without a point; 7 but by the laſt it is but two times 

* the bar, and therefore wants a point of it's juſt quan- 
oy: 5 - 
The moderns have retained he uſe * one of thefe cha- 
rafters only 3, without the ſemi- circle, (which its prob: able 
bay be the reaſon for calling it duple Triple.) Theſe. cyphers 5 
being ufneient to ſhew that three minims are required in the 
dar inſtead of two in common time, and that the ſemi brevye 
naturally containing two minims, is therefore two times of 
the meafure, and by the aſſiſtance of a point compleats the 
r; and ſo of the other notes proportionally. The rules 
riven, with refpect to the breve, are here to be proportionally 
applied, 

Again tis to be remarked, that we c oft ten find, eſpecially in 
the Falien muſic, white quavers and fe mi-quavers, inſtead of 
pack ; and with regard to the characters of ſilence, that the 
long contains only four bars ; the breve, two ;. the ſemi-breve, 
dhe; the minim, a third part of the meaſure ; the crotchet 
ih, 2 fxth part ; and the quaver ref, a twelfth part, Ce. 

[ze third ſpecies of fimple Triple is Ca alled Tre pola picciole, 

or ſub {eſqri terza, or Triple of 3 for 4. 


It is di finguiſhed by three ons, Ci, or on]y 5 and owe 


limes by a 3 alone; under the direction of either of theſe. 


ns, three crotchets make a bar {whereas two are contain- 
ana bar in binary or common time) ; tix quavers, twelve 
10 Em hu vers ; the minim pointed is a whole mea'ure, and 
nd ut a point, but two thirds thereof; tis uſually played 
2 it! ng or allegro. 
As to the reſts, the long ordinarily contains four meaſures ; ; 
le breye, two; the ſem-breve, one; but the minim, which 
fr ht has two times, is never, Ot at leaſt ſeldom, uſed, for 
* crotchet reſts are placed in it's ſtead, which contain 
ach a third of the meaſure z 35 the quaver reft is equal to a 
ech part thereof, Cc. „ | . 
. ben the charaQter 3 1 is uſed, the | 45 is to be played in a 
| ader affecting manner, of a moderate movement, neither 
* Nor quick ; when the limplc 2 is uſed, the movement 1 
ily gay and lively: this is common! y the ſtyle of cl 
ves, m. nuets. and ſuch brisk airs. | 
wn, Tr urth ſpecies of ſimple Triple, Jrisla di cremetta or 
Kia, 75 ipla d. crone, or ſub dnpla, ſub ſuper 2 bartiente ter za, 
Waal y called Triple of three for eis, r fmply three cight, 
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8 „ 
becauſe it has the ſigns Cz, or g only; which ſhew that thre. 
quavers are 2 bar, and of conſequence, fix ſemi-quayer; 


= | 
twelve demi · ſemi-quavers, and that a crotchet without Zip x 
contains two times, and with; a whole bar. 5 ” 
Under this character, the long reſt, the breve and {. 8 
breve reſis, ordinarily contain four or two, and one m caſur 1 
as in the other; as to the minim and crotchet reſts, che = 9 
.. NEVET uſed, but two QUAVEr reſts are placed inſtead ot they 1 
each whereof contains one third of the bar, 3 
This kind of Triple 1 is uſually gay or animating. 5 
The fifth and laſt ſpecies of ſimple Triple, is Triple ſemi. hs 
d ing. Or di fem; crome c FONT 8 3 for 16 thus marked C 1 
or only ig, wherein three ſemi-quavers make a bar, (whe; il 11 
ſixteen are required in a meature in common time) and cn. * 
ſequently ſix demi- ſemi quavers; a pointed quaver is a bat, ban 
and without a point, tis but two thirds Or times of the mes. | T 
fure. ; | 3 4 
In this ſpecies the long breve and mi: breve reſts are A 17 
two, or one meaſure but the minim, crotchet or quz im; 
reſts are never uſed, bas four ſemi-quaver reſts places e The 
of them. | ha 
Tis caſy to perceive that this fpecics of Triple i is prope Ct iy erots 
quick pieces, for each time thereof is of no greater | = 
than a ſemi- -quaver in ordinary movements, : T 
Table of” . Triple | oni 
> - | | rote 
[777% nag: | ninore 05 cla” 5 crometea * 775 cron. ; Wi 
| | gn ; | Here! 
4 3— Pon 8 rs, a rer u 
| LC 3 — 8 16: == KIA 
| | Hog or e. 2 lente r | . or 5 py —5 *in, HB 
BE: grams Alegre [et 
In the table above obſerve, firſt the names, ſecond!y te BI" 1 
ſigns, thirdly the characters, which contain a whole bar Pie 
three times in each, and laſtly, the terms whereby (1s /11/ "Ws 
expreſs. the movement in general of each ſpecies of t Nes 
Triple. See TIME and Common. aha 
The ſecond ſpecies is a compound Triple, conſiſting of ni : 1. 
crotchets, quavers, or ſemi-quavers, and marked accordiny 9 Jay 
2, 8, 453 the firſt and laſt are little uſed : ſome add nd *, 8m) 
that is, nine ſemi- breves, nifie minims, but they are ſeldon bp 
or never uſed. * 5 
This meaſure is divided into three equal parts or tint a 
wheroof two are beat down and one up; or each third po BG. 7 


Iz? 


TR 1 OR N 


may be divided into three times, and beat like the ſomp! te 
1 which account "tis called the meaſure of nine to 
The third ſpecies is a compound of the fecond, containing 
wel; e crotchets, een, or ſemi-quavers in proportion, in 
bar, marked 7, b, ie; to which ſome add, F, , which 
ze never ufed, nor are the firit or laſt of the others, eſpecial- 
F ebe laſt ; but this is more properly a mixed Triple, of which 
e ſhall ſpeak more at large. 


"The meaſure here may be divided into two times, Ro 50 


he ſecond ſpecies, either by two or three, in which cafe 
6 K will make in all twelve times; hence 'tis alſo called the 
1 of twelve times. But firſt of compound Triples, which 
˖ ate following order, 

2 "The frft is what the lialians call No la di fas Os 
5 r di % feſqui quarta, and we g tor 4, marked thus C2, 


r, or alone ; it has nine crotchets in a bar, three in each time; 
& minim pointed is a time, without a point only two thirds. 
av The long, breve, and ſemi-breve reſts, are uſually 4, 2, and 


bar; the minim one time, or a third of the bar; and the 
j cotchet reſt, a ninth part, It is beat and played moderately 
i low, . 

The ſecond is called Nonuple dt creme, or fe ottava, 

ind our 9 for 8, thus diſtinguithed C2, or 3 imply; where- 

n nine quavers make a bar, three for ach time; a ſiumple 

crotehet therefore is two thirds of a time, but when pointed, 

i whole one. The long, breve, and ſcmi-breve reſts are 
| lerein of the ſame value as in the former ; the minim is ne- 
re: uſed, the crotchet reſt is a time of the "meaſure, the qua- 
jr a ninth part. This is proper for brisk and gay pieces, 


ite rena, or our 9 for 16, and hath the characters C , 
olg, in which nine ſemi-quavers compleat the bar, (inſtead 
6 xteen in common time) three in cach time, a pointed 
quaver is a whole time, but without a point, only two thirds ; 
the long, breve, and ſemi- breve refts contain the ſame as it 
tack eabdre ; ; the minim or crotchet reſts are never uſed; 
fe quaver reſt is a third of the meaſure, and the ſemi quaver 
(ninth ; this Triple is to be play ed an | beat quick. 

Here it may be obſerved, that as there has been a great 
nan; ſpecies of Triples added by the moderns, it may not 
be ami's, fays Mr Braſſard. nor is it di thcult, to add 
theſe three compound Triples two others 2, 2 ; the firſt wherec' 
May be 4 alled, | | 
; ple Ui x 2] brevi, or Glu tz NMA, which requires ni! 
Em. breves in a bar; 1. e. three in each time, a porn! 


(3g e re 


nde; 
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one down and one up, or each half may be divided and beat 


The third is Nonupla a: ſemi- crome, or ſulſuper ſet hi par- 
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breve is one time, and without a point, only two thirds ther | J 
of; the long reſt is equal to two meaſures, the breve one, .., ,, 
the ſemii-breve one time only; the minim reſt 2. hird of 1 _ 
| time, or ninth of a bar. This is Pe for ſoft and lament. me 
ing Airs. AM 
"The ſecond may be called Nonupla di minime, or Trig - Þ * 
9 for 2, from the numbers whereby *tis fignified , whe, ©® 
nine minims are included in a bar, three for exc) time; 1 'F 
pointed ſemi- breve is a time, not pointed, but two thüg f 54 
it; the long reſt is for two bars, the breve for one, the ſeg "hs 
breve one time, and the minim xeſt one third of 2 time, 
a-ninth of the witole meaſure : : this 1s ann, playe: q {ents of 2 
adagis. | | c_ 
5 C 
Table if compound Triples. ny 
| | | : | nlaye 
d i diſemi-br, | di winime ] di ſemi minime di crome | di en | . 
. e We pn Peg, AND 5 
FT 
1. ri 
| if} 
large t adagio este t adagts | affet. ot ns | preſio ox 2 ll. ep. | prefifims, : 
| pm 
The third frocies of 7 "riple time; 15 x called the ire To's). The 
it's meaſure is equal to fix crotchets, {1x quavers, 5 X emp one, 
quay ers; and add marked æ, &, or x6 3 but the a bart 
ſeldom uſed. hons 
Some authors add two others 7 t and but theſe are ry T 
much uied, | 1 ont, 
The meaſure here i 18 uſually divided into two equial pa thus 
ct times, whereof one is beat down, the other up; but | x q 
may alſo be divided into fix times, whereof the rt x0 e 
beat ri the third 15 = next two down, and the |: loap 
up; i. e. each half of the meaſure is beat like the e, 
Tri Mey - on which CN. 4 may be called a compound Tr ſee 
and becauſe it may be divided thus, either into two 01 "ſu da. 
times (thit is two Triples,) "tis called mixed, and by n ive! 
the meaſu e of fix times. | T 
| Mixed tles are diviſible into two articles. ern 
The mix d Triples chat come unger the firſt article, tt Cu. 
following five, ed q 
The firſt is called Seſtuplo, or alte of ſix ti nes; tobe; 
it ſhould rather be called binary Triple ; and this is tie 770 155 
ral name which the Jtaligns give to all the five: wt fu 150 


ticular aten thereof, 


—— — On 


TR I 299 
1 firſt then is Se/tupla di je mi- bret Vis or Triple of 6 tor 
„ thus marked, 73 Which figures intimate, firſt, that fix 
mi- breves are contained] in the bar, three with the rife, and 
tree with the fail of the hand; ſecondly, that a breve with 
; 10187 is a whole time, without, only two thirds thereof; 
thirdly I the long reſt is two bars, the br ve one, the 
Emi breve one time, the minim reſt a ſixth part, c. Tis 
very proper for mournful and languiſting r exprefſions. 

The ſecond ſpe ies ol mixed Triple, 18 Sextrp/s at 71 ene, 
or Triple of 6 for 2, and is thus diſtinguiſhed £ 
ſy ey that hx minims make a bar, whereof but two arc re- 

mired in common time; that a ſemi-hreve pointed is one 
ume, unpointed, only two thirds, Sc. Tn this the long ref 
5 equal to two meaſures, the breve one, the ſen ni-breve one 
time; 7. e. either a riſe or fall, and the minim reſt a ſixth 
art of the meaſure, or a third of a time: 
played lente, tardo, grave, or adagi, Cc. | | 

The third is Sextupla a; femi-minime, or ſuper! 51 ftartients? 
| quarta, Or Jefqur altera, or Triple of 6 for 4, thus diilins 


— 


tuned, Cx, or ; which ſhews that fix crotchets are con- 


hee, = . 


tins is uſually 


ets in each time, for two in duple time; here the mi- 
um ute is a time, without 2 point, only two Wiens. 
The long reſt 1s for four bars, the breve two, the ferni-brev: 
one, Ne minim half a time, and the cro tchet reſt a ſixth 
part, TO movement is proper mY moving tender expict- 
tons, though ſome uſe it in very halty motions, 
at The arch ſpecies is Seſtusla di Crome, or th 
ente terna, or ſeſgui te te; Oy: or our 77 1þle of t) Po 18, and 1 
thus diſtinguiſhed, Cy, or Ty in which there are 
M quavers in 2 bar; three for 1 time; a pointed crotclict 
berein is one time, not pointed, but two thirds ; in this the 
wy reſt is four, the breve two, the ſemi-breve one nica 

„the minim half a time ; the crotchet ret ; 
uſd, but they rather chuſe to place two qua ver rehts ; for one 
quazer is à third of a time. 1 hi is is very proner for gay, 
vel 15 +. anim atinz ſtrains, 1 
e hith and laſt of this firſt article, i is tne Seſupia di ſemi- 
er das ns, and our 6 for 19; wherein fix {emi- 
1 ers make a bar, inſtead of fixteen in du ple time, 

A quayer 1551 a whole time, tho? unpointed it is but two thirds ; 
lie long, by ove, and ſemi: breve reſt contain 4, 2, 1 mea- 
„ the minim half a one; the crotchet reft is never ulcd, 
ind that of the quaver | very ſeldom, but two ecmi-{crm- 
Wevers arc re placed inſtead of it. This is uſuahy pu yed pre- 
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3 ina bar; conſequently twelve e that ze three. 


uber par- — 


requ ys 


ever 
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intimate, that twelve crotchets are required in 2 bar, inkes 


DDr 


300 „ 
ti ind. See PRESTO, LARGO, AD AGI, V. 
VACE, Oc. 


The table of ſe xtuple or binary Triples 


Cotup di ſemi br | di 4 | Ji ſemi Smear di erime | diſcmicrumny, 
Fat A ; M77 7 \ pr we 
6 hy ee 2 A 
— por 194 — ; — — 12 2 — 2 aa WY 1 — . 
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la: £9 or du, | /ento ct we | art. or alles \ pre " or : Meg. pre? Fm: 


Thus much for the ſpecies of Mixe Triples that come un. 


der the firſt article of binary Triple, thus called becauf beat 


in two times. But ſome maſters diftinguiſh fix times wit! 


the hand in a low movement, as theſe 5 5 and 2; whence theſe | 
are called meaſures of fix times, And Wen W ment 


is ſo quick, that the hand cannot poſſibly diſtinguiſh fo mans, 
they mark but four; two long ones, which are the i i 


third, and two ſhort, the ſecond and fourth. This is what 
the Italians and others who are acquainted with their many 


do, when the characters of the time are $or 5. But unde 


the direction 1055 tis ſufficient to beat the meafure in two 
fo quick, that almoſt im- 


times; the motion thereof being 
poffible to diſtinguiſh either ſix or four times in the bar; and 
hence again this comes to be called binary Triple. 


The mixed Triples that come under the ſecond artich, d 


called in general dodecupia, or mealure of twel ve tits 


theſe again are divided into five ſpecies. 


'F he fir ſt is dodecrpla di ſemi- brevt, or 12 for 1; thus cab 


n Jed from it“ 8 figures, which ſhev that twelve feri-breves are} 
"contained in a bar, three in each time, and of courle Ti mi- 
nims in each time; the breve pointed i is one tit and. ony4 


two thirds there: of without ſuch point; the hon reſt. ty 
meaſures, the breve one, the ſemi- breve ont time: | 
a third of a time; uſed in melancholly expreſfon 1 

The ſæcond ſpecies of this kind of ti ple + is the dolecripla f 


minime, or 12 for 2; in which a bar contains twelve manns 
three in each time; a pointed minim is one time, update 


but a third arts the rc 't; are, the long of two var: . e 


breve of one ds the ſemi- breve one time, the minim t 
of a time; and this in ſolemn movements. 
The third ſpecies of. Triple of four times is dae 


fomi mumnme, Or 12 for 4. M4 rked +$: . or 1 3 which nes 


* 


of four in common time, and therefore twenty-10''7 « 


inſtead of eizht; in this the pointed minim * o time, , 


WO _— — —— — 


11 91 
vinted but two thirds ; the long reſt is four, the 3 two, 
and ſemi-breve one mere ; the mmm reſt one time, the 
-rotchet a twelfth of the bar; and is proper for al and 
zuimating movements. 

The fourth {ſpecies 1 is dodecupla di crome, Or fe ſoul altern oh ao 
ſuper g1adrt partiente quarta, Or 12 for 8, with theſe ig 
G0 x F alone; in which 0 quavers compleat the 3 75 
instead of eight i in common time; a pointed crotchet is one 
ame, and not pointed, only two dur of a time; the long, 
reve, and ſemi-breve reſts are for 4, 2, 1, bar; the minim 
falk a one, the crotchet, (tho' three quaver reſts, or 4 
rrotchet and quaver reſts are uſed it's inſtead) one time, a 
quayer reſt only a third. This is fit for gay and brisk mo- 
tons, Sometimes the words aff: truofo and adagin are placed 


— 


to direct what the movement is to be; for of itſelf cis naturally 


quick, 

Ihe fifth and laſt wack les is ddecup! a di ſemi- crome, ſulſuper 
h fartient 7 duodectma, Or Jefque ler 2. dupl it, and our 12 for 
th thus marked Cs, or 25 ; the meaſurc whereof contzins 
twelve ſemi- quavers, three in each time; a pointed quayer 
bone time, without a an, two thirds; the long, breve, and 
{{mi-breve refts are of the ſame length as in that above ; the 


3 


minim tet is two times or half a bar; the crotchet reſt is 
never uſed, but the quaye er reſt y or rather thus T „is one third 


of 2 time, and the ſemi- quaver is one third of a time, or twelfth 
of a bar. This is commonly played very quick. 


The Table. : 


bikes 4; —. 67 1 minime | 8 mi ninjas] di creme | di  Jemi- bre. 
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gg or ad. 4d. lerto or grave Ae or vine allegro ur ad Freie. 

** we conchide we miſt obſerve, that Lorenza £2144 
m ub. I. cap. 16. of his Albore Muſics i, mentions author 
Who 140 tome deſię ns of introducing two other nd pf mixed. 
Iriles ; the firſt is 5, in which the meaſure contained F Ve mi— 
nn, inſtead of two in common time, three for the fall and 


[#9 for che riſe of the hand; as, 


— der name —— — — 8 — 1 — . or ifs 1 — rare 
K ae Cn ee a il ae ri ens » 8 PORTER —— 5 > 
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to the value of the notes uſe d in them, are called Minas i 4 
cola, crometta, or ſemi. -crometta; ſo allo the ſpecics of the 
other kinds of riple, as nonupla, ſeſtupla, and ade 


302 . N 
The ſecond had theſe figures 4, in which ſeven 1. 


1. bim 
made the bar inſtead of two; four for the fall of the »... 
and three for riſe; as, | | — 

r 
ee 
5 * Bt 
But as this was joining two meaſures together, . . 7 


with the fail of the hand, and binary with the riſe, 67 


with the riſe and Triple with the fall; the former i; 1-11, | 
in that marked 1, the latter in that marked 4; and 
raiſing ſome difficulty and confuſion, were rejected, and 
admitted into the number of mixed T; riples. 


Again obſerve, that as the fumpie Triple, v which is comp 
of notes of great value, ſuch as the breve and ſemi-breve, 
called Tr ipla maggiore; and the four other ſpecie accordin 


} 


have the fame names applied. to the m in pr . to the nuy 


of each. 


Moſt of theſe Trip/es are mentioned by Maria Bumcin in | 
h: > MAuſico Praitics : 3 AS allo by Lorenza Penna, 1 The hi! | 


part of his Albore Muſicali. 
But Bontempi in his Hiſtoria Muſica, ſays FA; Pra 12 


plainly demonſtrates, that the greateſt part of thc names | 


given by Bononcini to the modern 77 rtples, are not founded an 
their arithmetical proportions ; after having obſ⸗ 2rved that the 


laſt three ſpecies of the ſniple and compound, as well as mix: 


Triples, were entirely unk 10Wn, Or at Tor iſt diſuſed, by thi 
whom we cail the fathers or inventors of counterpoint, 
be that as it will, they are all introduced into the modern 
ractice. | | | 
e tripled „ 28 att, Trioliect 
an interval tr led; or when after having taken away 7 ten 
any number, there remains 7 or ſome unites ; as after 10 8 
taken twice 7 from 17 which make 14, there emains 
this ſhews that the ſeventeenth i is the iro tripled, dee 15s 
TERVAL and THIRO0. = 
 TRIPOLA, the {tain word for triple, as Trips 
ſemi-brevi, di minime, di femi-mmime, di crome, di ji 
creme, crometta ottina, picci- 1a, Jema- CY mt? *ta, &c. LOT, WBI 
jec- TR IPLE. 4 
TRIS AG LON or Tx Istu, in church "OY 
a hymn wherein the word holy is repeated three tin es. 
Hun „„ | 
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The proper Triſagion are thoſe words, holy, holy, holy, Lord 
Gd Ho fts, which we read in Iſaiah and the Revelations, 

From theſe words the church formed another Triſagium, 

„ich was rehearſed in Latin and in Greek in the reſpective 

ap to this effect; hely God, holy fort, Lily immortal! 

- mercy upon Us. Perus Fullenſis to this added, thou who 


me e e for us, have mercy upon ws; thus attributing 
the pe ion not to the Son alone, but to all the three Perſons 


deuld not do the ſame. The uſe of this later 77 ſagien, 
except the addition by Petrus Fullenſis, began in the church 


in the eaſt, and afterwards into thoſe of the weſt, Balſamon 
Cadin, Damaſcenus, and others, fay it was in the time of 
the Patriarch Proclus, that 'twas fir r{ introduced, and on the 
blowing occaſion: There being a violent carth-quake in the 
xth year of young Theodefius, that Patriarch mace t grand pro- 
ceſſions 3 wherein, for ſeveral hours together, were ſung the 
gie Elteſon, Lerd hade mercy pon us, WW Bile 1 Was in thand, 
d was taken up into the air, where it ſeem: he heard 
ne Angels ſinging the Tri/agion juſt mentioned: he returned 
ſoon we, and told what he had heard; upon Which they be- 
gan to ſing that hymn, and the more willing too, as they at- 
rbuted the troubles they were then under, to the blaſphemicsy 
ehich the heretics of Conſlautinople utt tered againſt the SOR. 
A, [celeprader, Cedrenus, Pope Helix, e Ke. kelate 

tac fame ſtory. Petrus Fullenſis, partriarch of Antioch, ar d 
z7exlous partiſan of Neftorius, endeavoured to corrupt the 


2 ”- 
5 


— 


butts in it's primitive purity in the Latin and Gre oh, Ethio« 
and Moezorabic offices. 


IE ITE, is A Greek term, which fignifics thre OL 
bird. 


"7 hree chords of the antient ſy ſtem were called by this name, 


1 I!ZTRACHORD, SYSTEM, and Genus. 


- TRI E Di 1ezeug menen, the third found of the dis joint te- 
chord; 


. one of the figned cleffs, See Cy. EFF 


„ was called by this name among the ancient Greet. See 
"81 NM, : 


Tale Synemmenon, the note B flat of the modern 


Fa thus called I 
thus called in the anci ent ſyſte m. 


4 ith 


of 4 Trinity, and pronouncing anathema to all ſuch as 


of Confte e from whence it paſſed into other churches 


mn by adding, who ſuffer ed for ut, but in vain; it ſtill 


rom their actual fituation in their proper tetrachords. Sce 


"tis the C fol ut of the third octave of the O. rgan, 


TarrE Hyperbel2: mn, the third for and of the higheſt te- 
5 bord, which anſwers to f of the third oftave of the modern 


tee 
_ M.A — 
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With regard to the Trite Synemmenon of che ancien Di. 
gramma, and for the better explanation of the Meaning 4 
theſe terms, it may be obſerved, 

firſt, That the two oftaves which compoſed the ange 


ſyſtem, had one common chord called Meſe; which was (1, 
kigheſt of the low octave, and loweſt of the high one, ,, 
called the middle one, which is what the Greek word im. 


plies, 
Secondly, That among the four tetrachords of the ancicht 
ſyiter, thoſe called M. on and Diegeugmenon, in the ide 


of the ſcale, were not conjoint as the others Were; 107 the | 
Hej on tetrachord was con joiued to the Hypator, and. the | 


Diez eri7menon to the Hyperbileon tetrachord 3 but theſe wer 


 dicioined in ſuch a manner , that from the Miſe. Which was | 


:- higheſt chord of the Meſor, to Parameſe, the lon! 


chord of the D. Apmgmenes tetrachord, there Was 4 tone 


major, 
Thirdly, (fays Mr Broffard) That according to the ancien 
doctrine, it was neceſſary, that to form a fourth, the firſt 
loweſt interval be a major lemi-tone, the ſecond a tone major, 


and the laſt or higheſt a tone minor. (See PETRACHOœ . 


And it was not poffible, (tho very neceſſary on man 
caſions) to make the Meſe the loweſt chord of a fourth, . 
cauſe there was naturally a tone major between it and ae 
nie ſe; this tetrachord begun with a tone, contrary to the ge 

neral rule, 

Here Mr Rraſſard may have erred. a little; ſo 4 125 
c. make mention of three kinds of fourths, one of whic 
begins with a ſemi-tone, for which fee Four TH and Dt 
TESSARON, TY 1 

Such is the nature of a fourth, that if there be either mere 
or leis than two tones and a ſemi- tone major, it becomes cet 
redundant or defective. And hence it happens, that in , 
tive fourths whereof the diatonic octave is compoſed, the 
is only one, wiz. from F to B, which is falſe 01 rel 
dant, being compoſed of three tones, which is a ſewi-tant 
unnor more than the reſt. 


1 LENS oe y 
== — — 

. — 

J fo urth, | red undd 75 7 uu [> 


And AS it WAG often very neceflary Ti) make the 0 irth { | 
1 to Þ juil, it Could not be done other wei than by A Bac | 


as | 
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a ſound 2 bmi tone lower than Parameje, which would give 
the fourth it's juſt quantity; therefore that found was accord- 
inly put, and called Syzemmenn, which is to ſay, adjuſted or 
added by this means the lower fide of it was a ſemi-tone 
minor, and the upper a ſemi-tone major to Parameje 
This found has ſince been known by the character i upon 
line of B, which anſwers thereto ; from whence aroſe 
e Bmol ſcale, i. e. a ſcale when we could leave our A in- 
ad. f aſcending a tone to Parameſe, or our B; and after- 
wards a ſemi-tone to T7 ite Diezeugmensn, or our C, which 
13 a third minor, (called by ſome beccare, harmonical or 
natural} we only aſcend a ſemi- tone to Trite Synemmencn, or 
our B fat, omitting Parameſe in aſcending from thence to 
Parunete Synemmenn, or Trite Diezeugmenin, (only two 
different names for the ſame chord) or our C, which makes 
a what ſome call the arithmetical third minor. 


3 Example, 
a B c- -"-& D.C 
— wee — 
1s: ft, ut. * . 
Natural third minor, called The third minor by B mol, 
alſo harmonical. culled by feme arithmetical, 


TRIT ONE, an interv:! conſiſting of three tones, or a 
crater third and a tone major, which tone 1s divided into 
two ſemi-tones, one major the other minor. See COREORD, 
TyirDd, and Tod E. 
| It's ratio or proportion in numbers, is as 45: 32; in di- 
viding the octave, we find on one ſide the falſe alth h, and on 
de other the Tritane. See OcTaAve. _ 
The Tritone is a kind of redundant third; confilling on 
ures tones, whence it's name; or more properly of two 
t 26 and two ſeni-tones, one greater and one leſs, as from 
C to f K, or f to B natural, Sc. But it is not, as ſome 
magine, a greater or ſharp fourth; becauſe the fourth is a 
80 interval, and does not admit of majority: or minority z 
nor mut the 777 itone be confounded with the defective fitth, 
or the Tritene only comprehends four de egrees, ut, „e, mi, ſa 
arp, whereas the defective fifth contains five, fa 4 ab ia, 
ut; belides that, among the fx femi-tones Which com- 
Fu the Tritone chromatically, there are three greater and 
if | three 
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three leſs ; whereas, among the fix which compoſe the 


} 

UN. 

tective fifth, there are only two leſs, and four greater. 
Again, t the Tritone, as has been ſaid, has it's origin fro. 


5 32, and the defective fifth ariſes from the prono! How. 

"vip 45. See PROPORTION. ; g 

Again, it's accompaniments are different from » Tm o 
defective fifth requires, as the T3itons naturally demand; th, WM :- 
ſecond and fixth ; and the defective fifth, a third and fit 13 

And laſtly, the Tritone is refolved by a ſixth, it the wn : 
part aſcend a degree, and the lower part deſcond the hne: . 
whereas, if the lower part afcend, and the upper part de. | 203 
ſcend a degree, the defective fiſth is reſoly ed by the third, N WW i: 
QUART a and QUINTA. ; „ is 1 

TRIT OS. See PRoTos, _ = 

TROMBA, may be either the common T: umpet, the tu 
Buccina of the ancients, or modern Sacbut, but mor: prope the 
ly our Trumpet. See Is UMPET, Sac Bur, and BU. tart 
CINA. 1 


TROM BET T A, it's „ a ſmall Trumpet. od 


TROM BON N 0 really our Sacbut. See Sac but 
ATT... | 0 „ A 
T R ONC 0 per g. -a%ia, what the French call cout 4 nuſt 
_erace ; is to intimate to the voices, as well as inſtrun = 
that they are not to draw out the ſound to it's natural length, ond 
0 cut it ſhort ; 1. e. that they only continue tt long enouy! with 
make it heard, by which means there is a imall ſllence b . 
tween each found ; which has a very good effect in g 
ſions of grief, to make ſighs, and alſo in expretiogs of won re 
der and furprize, Sc. 6, ti 
"FROPPFES, Ta. See Mopo and Troxo. ont 
TRUMPET, a muſical inſtrument, the lou 8 Ges 
portable oncs of the wind kind; uſed ch iefly in war mois 15 
the cavalry, to direct them in che ſervice. See Mo USIC, tle r 
It is uſually made of braſs, often of filver, ſometimes 03» 
Iron or tin, and rarely even of wood. II 
Miſes, we read, made two of filver, to be vſed by thin 
N Numbers cap. x. And Soloman made two hin ice: 
like thoſe of Mijes, as we are informed by Jt ous, 11%. 
which abundantly ſhews the antiquity of the intru me * 
The antients had various inſtruments of the Void 100 13 

as Tube, Cornua, and Littui ; which tee. O! n 
The modern Trampet conſiſts of a mouth- 1 8 Ne! ery | 
inch a-ctofs, tho" the bottom thereof be only hind part | G4 4 
much, The pieces which convey the wind, arc le Oil; 
branches; the places where tis bent, the po: ences; ant « FRer 
caaal between the fecond bend and he extreme, , the pa e 
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he places where the branches take aſunder, or are ſoldered 
ether, the knots; which are five in number, and cover 
ls jo! nts. When the found of this inſtrument is well nia- 
red, tis of great compals. Indeed it's extent is not 
trictly determinable, ſince it reaches as high as the ſtrength 
the breath can force it. A good breath will carry it 
ond! four octaves, which is the uſual limit of the keys of 
Frets and Organs. | 
a war there are eight principal manners of ſound ung the 
umdet the firſt called the canalgu et, uſed when the arn ny 
gppronches a LEO or pailes Are rt in a march ; ; fecond, the 
ite ſelle, uſed when the army is to decamp or march; third, 
1s when they 5 Tod to horic, 290 then to the ſtandard; forth; 
| 0 the cha ge; ; the fifth, the watch; the lixthy called thc 
b l ca- yalguet ; the ſeventh, the chamade ; and the eighth, 
H. e retreat. Beſides theſe, there are various fouriſhes, volun- 
7 faries, Se. uſed in rejoycing: | 
There are people who blow the Trumpet to ſoftly, and draw 


WE car a ſound from it, that it is uſed not only in church, 
dat even in chamber m. 11 38 | 


„and we frequently find parts entitled Tromba prime, or Ia. 
nts] - ff Trumpet ; Tromba ſecenda, Ila. terza, IIIa. — ſe— 


Jueh With Trumpets. 5 


Al are two notable defects in the 50 npet, obſer ved by | 


ore ic Roberts in the Philiſephical Tranſactions, wherein we have 
00. fliery ingenious account of the caule of ſuch defects the firſt 

. that it will only perform certain notes within it's compaſo, 

commonly called Trumpet notes; ; the ſecond, that four of the 
ones it does perform, are out of tune. 
meig Tue ſame defects are found in the Trumpet Mari ine, and 
the reaſon is the fame in both. Dee TRUMPET MA 
mes iu. | 

{he word Tr umbet 18 derived from the French Tramp tte. 

oy the it, age derives it from the Gree Ep914k Gt, Turb?,-—a ſhell, an- 


inde cend uſec for a Trumpet. Du Cange derives it from the corrupt 
17.3 1 Trauma, or the Italian Tromba, or Tronibella; others 
lt. Win the C elite Trompill, which fionifies the ſame thing. 
eurer Manny, a maſical inſtrumeut, con ſting 
| 0 Uree tables, which form it's trianzular body, It has a 
Wa i bons n neck, __ one ſingle firing very thick, mounted 
en ige 2 is 179115 on one ide, and tremulous on the 
led ber. It is inc by a bow with one hand, and with the 
And. d et the Fg is ſtopped or preſſed on the neck, With the 


And it is on this account, that in the Trahian a FH 


e third Trumpet, Sc, as being intended to be played 


2 1 


N 
\ 


MonocHnoRD, 


— — * ; OO 
— — e . 
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long, mide of tin perfectly {traight, and with a very ja 79 
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It is the trembling of the bridge when n that makes 


It imitate the ſound of the trumpet, which it does to thut 
perfection, that it is ſcarce poſſible to diſtinguiſh one fro 


the other. 


And this is what has given it the denomination of 77 bet 
Marine, tho' in propriety it be a kind of monochord, \ 


ce 


The Trumpet Marine has 6 fas de fects with the e 


mon Trumpet, viz. that it performs none but Frumpet note I 
and fome of theſe either too flat or too ſharp, | ; 


The reafon Mr Roberts accounts for, only remifing the 


common obſervation of two uniſon ſtrings, that if ons 1; 


ſtruck the other will move; the impulſes made on the air be 
one ſtring, ſetting the other i in motion, which Iyes in 10 
1 poſition to have it's vibrations ſynchronous to them : tr to Which 


it may be added, that a ſtring will move, not only at: the Ari 


ing of an uniſon, but alſo at that of an Octave or twellt 


there being no contrariety in their motions to hinder cad 
other. See UN HSsON and CHoRD. 


Now in the Marin: Trumpet, vou do not ſtop cloſc, ;n 
other inſtruments, but touch the firing gently with yourd 


thumb, whereby there is a mutual concurrence with the 1" 


per and the lower part of the ſtring, to produce the found 7 
Hence ' tis concluded, that the Trumpet Marine yields no nu. 
ſical found, but when the ſtop makes the upper part of 


ſtring an aliquot part of the remainder, and confequer,r 
the whole ; otherwiſe the vibrations of the parts will {to 


- another, and make a ſound, fuitable to their motions, bs 4 
gether conpiſed: now theſe aliquot parts he ſhews ts be tz 


very ſtops which produce the Trumpet notes. 
TRUMPET. HARMoNlIovs, is an inftrument which 
imitates the ſound of the Trumpet, and which refemble; 
in every thing, except that it is much longer, and confill+ 
more branches. It is 5 called a Sacbut. Ste Sac. 
r | | 
Speak; * RUN, is a tube from fix to teen (ot 


aperture, the mouth-piece being big enough | to receive bot 
the lips, 

The mouth being applied thereto, it carries the voce tl 
very great diſtance, ſo as it may be very diſtinctly heard 
mile, whence it is uſed at ea. 

The invention of this Trumpet is held to be mocken 
and is commonly aſcribed to Sir Samuel Moreland, wg d 
it the Tuda Stentorophonica. But Anthony Kerche: ſeems f 


wy 
is! 


T UN 
bare 1 A better title to the invention of it; for *tis certain he 
ad ſuch an inſtrument before Sir Samuel thought of his. 

Kercher in his Phonurgia ſays, that the Trumpet publiſhed 
ft year in England, he invented twenty four years before, 
and publiſhed? in his Muſſurgia: he adds, that Jacob Allanus, 
Chilbiſius, and Fr. E 6 hinardus, aſcribe it to him; and that 
( S$c:ttus teſtifies of him, that he had ſuch an er | 
in his chamber in the Raman college, with which he uſed to 
ai to, and receive anſwers from the porter. 

Indeed conſidering how famed Alexander theGreat's tube was 
lere wich he uſed to ſpeak to his army, and which might be 
* keard diſtinctly an hundred ſtadia or furlongs, *tis ſomewhat 
ky ſtrange that the moderns ſhould pretend* to the invention of 
45 it: the ſtentorophonic tube of Alexander, whereof there is a 

+ WI four: preſerved i in the Vatican, being almoſt the ſame with 
tat now in uſe, Some improvements were made in this in- 
ſtrument by Mr J. Conyers, who has given us another dif- 
fering from this, in the Philiſophical Tranſactions NC 141. 

Liltening or Hearing TRUMPET, is an inftrument in- 
vented by 7 oj. Landini, to aſſiſt the ear in hearing perſons 
_ ſpeak at a great diſtance, without the alliſtance of 

the Speaking Trumpet. 

TUN F, is that property of ſounds whereby they come 
under the relations of acute and grave to one another, Sce 
AcuvTENness, Gravity, and T ONE, 

Though gravity and acuteneſs he meer terms of relation, 
yet the ground of the relation. aer Tung of the found is ſome-- 
thing abſolute, every ſound having it's own proper Tune, 
which muſt be under ſome determinate meaſure in the nature 

| the thing. | | 

Th only difference * 1 one Tune _ 1 er, is 

n the degrees, which is naturally infinite; i. . we conceive 
there is ſomething poſitive in the cauſe of the jound, which 
V capable of more and lefs, and contains the meaſure of 
tae degrees of tune; and becauſe we do not ſuppoſe a leaſt 
or greateſt quantity of this, we conceive the degrees depend- 
mg on thoſe meaſures to be infinite, See Sou D. 

1 If two or more ſounds be compared together in this relation, 
tey are either equal or unequal in the degree of Tune. 

duch ag are equal are called uniſons. Sce Un ISON. | 

The unequal conſtitute what we call an interval, which is 
the di 1 of Tune between twwo ſounds. Sec INTER- 


| C7 it fe 
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Canſe an meaf: re of Tune, er that whereen the Tune 17 
found depends. | 


Sonorous bodies we find differ in tune. IJ. According tg 
the different kinds of matter; thus a wedge of filver und, 
much more acute than one of gold of the ſame ſhape and 
dimenſions, in which caſe the tones are Proportional to the 
ſpecific gravity. 
2d. According to the difterent quantities of the fame Nat. 
ter in bodies of the fame figure; a ſolid ſphere of brats « 
ſoot diameter, ſounds acuter than one of two foot diametcr, in 
which caſe the Tones are proportional to the quantity of matter, 
Here then are different tones connected with different ſpec}. 
fc gravities, and different quantities of matter ; yet cannot 


. the different degrees of Tune be refer'd to thoſe different | ſpe⸗ 


cific gravities and quantities of matter, as their immediate cauſe 

In effect, the meaſures of Tune are only ſought in che 
relations of the motions that are the cauſe of ſound, whic): 
are no where ſo diſcernable as in vibrations of chords. Sec 


Chok p. 


Sounds, we know, are produced in chords by their vib;, 
tory motions, not indeed only by thoſe ſenſible vibrations 
of the whole chord, but by the inſenſible ones, Whic arc in 
fluenced by the ſenſible, and in all probability proportional to 
them. So that ſounds might be as juſtly meaſured in the lat- 


ter as in the former, did they come under our fſenſ, ; but 


even the ſenſible ones are too {mall and quick to be immediate 
meaſured, The only recourſe we have, is to ud what pro- 

portion they have to ſome other thing; which is effected by 

different tenſions, or thickneſs, or lengths of chords, which 

in aj} other reſp: Qs, eee thoſe mentioned, are the {ame 
Dee VIBRATION. 

Now, in the general, we find that in two chords, 20 
things being equal, except tenſion, or thicknels, or tength 
the tones are differen! there muſt therefore he a « {erence 
in the vibrations, owing to thoſe different tenſions, &* 


which difterence can only be in the velocity of the coutſes 


and recourſes of the chords, thro' the ſpace; wherein they 
move to and again, 

Now, upon examining the proportion of the velo 
the things juſt mentioned, whereon it depends, tis found to 
A demonſtration, that all the vibrations of the ſ ame core 

are performed in equal times. 
Hence, as the tone of a found depe nds on the nature of 
thole vibrations, whoſe differences we can conceive nt : 
wiſe than as having different velocities z and as s the ſis i 
WE 5 | | | | rating 


1 


city, 2 in 
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brations Of the ſame edord are all performed in equal times; 

14'tis found true in fact, that the found of any body arifing 
from one individual ſtroke, tho' it grow gradually weaker, 


continues the ſame tone from firſt to laſt; it follows, 
chat the whole tone is necetlarily connected with a certain 


quanta ry of Tune, in making every ſingle vibration, or that 


certain number of vibrations accompliſhed in a given 
7 conſtitutes a certain and determinate Tune; ſor the 


ſrequenter thoſe vibrations are the more acute the tone, and the 


ler and fewer they are, the more grave the ſound, tho' per- 


\ 1 cred | in the ſame ſpace of time; ſo that any given note of a 
. {are is made by one certain meaſure of velocity of vibrations; 
- WHT; - {ich certain courſes and recourſes of a chord or firing, in 
n certain ſpace of time, conſtitutes a determinate Tune. 


This theory is ſtrongly ſupported by our beſt and lateſt 
writers on muſick, Dr Holder, after Gallileo, &c. both by 
reaſon and experience. Dr Mallis, who owns it very reaſon- 
zble, adds, that *tis evident the degrees of acuteneſs are re- 
crocally as the lengths of the chords; tho' he ſays he will 
not poſitively affirm, that the degrees of acutenefs anſwer the 
amber of vibrations as their true cauſe: but his diffdence 
iriles hence, that he doubts whether the thing has been 
m— proved by experiment. Indeed, whether the dif- 

{erent number of vibrations in a given time is the true caule, 
on the part of the object, of our perceiving a difference of 


2 6i experiment. It is enough that the hypotheſis is 
able. Sec CONCORD, Harmony, ee, 
TUBA, is the Latin name of our common Trumpet, as 
Tromba is the Italian. See TRomBa or TRUMPET. 
TuBA dufrilis, the Sacbut. See Pos AuNE, TROu: 
BONE Or SACKBUT. 
TUONO, an Itallan term, which ſign! fies in Greek 
Tews, in Latin Tonus, and among us Taue: 5 And is to be un- 
derſtood in many al See oN EK. 
As firſt it ſignifies meerly a found, as of a Pell or other 
altrument; ; and thus we lay a A melodious Tone, a d1fagr ee 4 
lone, Se, and often a certain inflexion of a human voice 
Proper to expreſs different pa! Wong of the foul ; and in this 


caſe we lay a ſweet agreeaile Tone, a har and rough Tone, a 


ea 


„and 
7 fo 
-hord 


em Over, And obſerye three othars, Whit More properly 
clone 7 to this ſubject. 


lay 


K 
N 
4 


Ty a 's 2 thing which we conceive does not come within the 


hence and imperious Tone, Sc. But as theſe fonificat! ons ra- 
ber regard phy fics and grammar than muſic, we ſhall paſs 


. Tue frft is- when the word Tore ſignifies à certain deter 
at degree of found which regulates all the reſt; thus We 


=. HOU 
faya Flute or Baſſoon, Ec. has the Jene of ſuch an Organ 


Whig it's C ſol ut, and of courſe it's other founds in ;, rod i 
tion, is uni fon or octave to the C /o/ vt of that 5 n, S. . 
In this ſenſe alſo we ſay, the Tone of the cheir, which me f 
2 certain mediate degree or pitch of tune, oe Oned to c 
the voices whereof 'tis compoſed; in great congie. gatiom, i | 
tis eſpecially neceſſary that the dominant Tone of cvery ſohg l 7 
uſed therein be given, that the people may know the vir pitch, n 
The ſecond, and indeed the moſt proper fignification fd | 
word Tone is, When tis taken for one of the intervals 0 mu. r 
ſic, and even for the chief, the fundamenta:, the riſe, ry}, ch 
and meaſure of all the other intervals. In this ſerie, tie ir 
ancient Muſicians and Mathematicians re n two forts 
Toby. i. e. major and minor. „ 
The Tone major, whoſe opartinn is fe 72 octave of o 5 
is the middle interval of each fourth; and 1 tone ming: bs 
the proportion whereof is ſe/quz m, ot 'g 10, is the thud 

| interval of every fourth. | | 0 + 
£ | | fol 

| g:8 1 10 29 16 

Mi. Fa Sol La . 

Semi- tone. Tone mayer, Tone minor. — © 

It is likewiſei in this ſenſe, that the inoderns - cfappoſ ing, al 5 
the Tones in the /y/tema temperato to be nearly _ be 
Jene is the interval that is between every degree or noi vi , 
diatonic or natural octave, except mi and fa; ande til ;., 
French i fay, ff and ut, or our E andF, or B . ws and Chl © 
bog 

which are naturally but ſemi-tones : but that ſuppofition 3 


ji | not altogether juſt, as appears from what has been faid 20015 
Wi - of the Tones major and minor. And laſtly, 'tis in this fee 


1 a Tone is called a ſecond major, becauſe tis the incerv- 7 
1 tween two ſounds, diſtant from one another nine oe. 
TH 2 minor Tore, or ten, a major Tone; conſequently a a 
ll . compoſed of, or diviſible into, nine or ten comma, e 

1 | Comma. 4 col! 
183 | The third, lat, and moſt general! acceptation of the wa ben 
| | Js Ti: is when we, like the ancient Grecians, uſc it to exp" det 
118 what the moderns fince G/arean call mode, that the 14 7 

i! | ner of arranging ſounds explained under the article Mo! ] 

Wil and more particularly what the Jtalians call Tu Fi ] 
Wil! faftict, and we the Tones of church muſic. d 
| = 7 Many things might here be ſaid concerning 185 1 bo t 
11 number, quality, effects, forms, uſes, Qc. of er 

7. The hiſtory thereof, and their different 12! a 


TUO 113 
the ancients, and at preſent. 2d, The characters whereby 
any particular mode is known ; and laſtly, the.uſe that might. 
de made of ſuch knowledge with reſpect to the practice of 
tle plain ſong, and vocal as well as inſtrumental mu- 
fc ; but as we have treated thereof under the word Mobs , 
we ſhall refer the reader thereto ; and only add, that, 


g They commonly and repularly reckon eight tones or modes. 
ch. n what is now generally called the Gregorian chant, four 

e v bercof are authentic, and four plagal. 

Nit- The four authentic modes are, the Dorian, the Phrygia 7, 
ae, the L ian, and the Areals of the anclents; ; ſee each in 

the | it's place. | 

ts 0 $. Miroclet Biſhop of Milan, or {according to a mors 


probable and common opinion) St Ambre/e choſe theſe tones 
about the year 370, for compoſitions for the church of Alte 
an; from him called the Ambroſian chant. 

Or, according to many other opinions, *twas from th 
choice and approbation of thoſe two great men, that theſe 
four firſt ?anes came to be denominated cho! en, or approved, 
te, authentic, | 5 

It may here be obſerved, that a of the ads of the 
ancient ſyſtem, were ſufficient to form theſe four zones; the 
1 :banos Hypaton, or the Re of our ſecond octave, was the 

weft chord of the frſt tone, and Paranete Hyperbolizon, 
C higheſt of the fourth; to that Nete Hyperbalezon, which 

5 the higheſt chord, and Pa; hvpate Hypaton, Fiypate Hypa- 
i and Proflumbanomenss, which were the three loweſt 
Gords of the ancient ſyſtem, were not uſed; which It 
bregory, about 280 years after St Ainbroſe, obſe erving, added 
to thee tour authentic tones, four others alled plagal, which 
were the Hypodor: 'an, Epe brian, H= e and | Hypo 
mxolydian 3 and by this means introduce od. the of the whole 
fitcen chords of the ancient ſyſtem into the: church muſic; 
the low eſt chord of the Hypodorian tone was Pro oPambanomenss, 
or the 4 mi la of our ſecond cctave; and from. this time 
each of the four authentic tones has had a plagal one for it's 
wuateral, i. e,. to ſerve by way of ſu plement thereto : and 
hence aroſe that diviſion of the tones or modes into ranks l 4 
claſſes; for which ſee PROTOs. | 

The rt and ſecond tones were of the firlk claſs, 

Tae third and fourth of the ſecond. = 

The fifth and ſixth, of the third. 

And the feventh and eighth, of the fourth ciaſs, acgording 
60 the following table. 
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wine 


12 
pro 


- - 
9 mY PR. 
* * 
A # 17. 
5 . 
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C 


At 


Authentic ' 


— 

/ 
5 ; / | | | 
1 Y | z F Piaga mos. 


\With re: 5 


that the aut thenti e modes are ſigniſied by tlic cyphers by 3.0 


7 
vnence they are ca led . ; and that the err ot tones 3 
repreſented by 2, 4, 6, 8, therefore called equal 7: Mes, 

theſe names are gſten met with among authors, tis nec; 


to know what they EN.” 


The ſecond obferyation to be made on this table 


the authentic modes are Placed above the plagal, bec auſe, be 


' 


ide their name 
1 
ſubordinate, ſubſer 

Toa determine 
_ 


„they are in effect their ſuperior, princip: 


vient, dependants, Cc. to the auth 
2 in whit 
things are neceff. ry Ito te obſerved, 

The final or laſt r te of the ſong. | 
2. The compals hae, either above or below the tore 
we mode, 

The dominant, 7. e. the fifth, or 


Noe which 15 Orte! 
in the courſe of the piece. 


h PG 0 
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wo tones of the ſccond clais 3, 4, 


> . 1 * | "'U = 10 1. 1 18 
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Fa is the final of ' thoſe of the third c „ 6. 
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mY M44 kai "+ (1 (73 1att Cali 5 8 8 avec aly 2 *. — 44 18. 
Saal 
Ailigh!, 
„ WT y ; ” CO SY 75 
4 > > 5 > * 4 AF. „ + 7 N * 2 4 X 
Conſequently . Or XI p. e,. Wien à2 ION? ends WITT. 5 
e * = 
1 1 : . 1 * - h . : 

— — « } 1 4 % 3 — _ . : * * * 2 
may be concluded to be compoted in one of tie two n. 
* 2 1 41 7 5 + 5 = T 1 972 Ar 4 he, \ + * . 5 
ClinG Lit ih is,, #,4 CI DCT- 3 UT - £ 3 And wWnen t ends — 
* 08e 18 10 He — 17 * - 8 964 1 ( £ r ll. 3 1 
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pre ai e iin tee 12 PLICPO! ton among ten 4 
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-ard to this table two things are to be obſerve; Hg 


ha VE | Ag F ; + H L 1 
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os 


Or. and the plagal beneath them, as ding colt 


ten, or mode. a fo ng is con 7 75 


thing: 


CONTIN: 


trankn: 
4 


CW TOTS 


it therefore ca 


9 


La ſtands in the place of R 


FS for Ii, 
L for Fa. 


and 


do that the ſons is {till the 
{4h higher, or a fourth lower, 
tot the nature of the air, 
11110 alter it 
it, 2 tt, inſte dad of re, ni, Ja, 


thing: hence it appears, that the 
con nmonly and naturally 
(72 nſpoſition, is changed to la ; and fo of 


3 


Tas! le off natural final and 1 


fame, 


or the natural order of 
s rank or claf;, 


have re for their final 


e. 


only trau. fot! eit! 


er 1 


it this tranſpotit on change 


as] | 
it bent 

being in ee 
two tunes of the firſt 


hs 


5 


TY WY r, 
297 * tran) 27 tion, 
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— 2 nes +4 4 a 


Thi s 15 not enough, "Sie a 2£ 


Fy * 


a +4 


1 . ; : hs oy Ir : es IBN p ' 
winch of the two the piece is Conpoſed; in Order to »in 


each claſs contains 
ne authentic and one plagal, it 


. — — ꝗ oe ent 


1 


K the 


reniains to determi 


© ks 


0 


- 


bh] 
* * 


Cy 41 3 


2 
ſay 


13! 


4 


ts 
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” 
IS 
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V hich by 


8 z - City 
ecard - 7 h ha | * 17 — { * * 8 „ — ; q 
10 A 15 10 © 4 10 rne nn t ITCit of, WH}CTIC L- 14-1 (ie 
coirſe of the ſong it riſe or fall above or beiow tl CLEATO1 
bg 5 TE : v Kh | -- — 4 3 7 _ ! ! 3 7 - 1 
Fit/t, It the whole extent ot tne opa beeight or nine de- 
ee e 6 * a | 
fees agy0Vye it's at, and not one below, tis an authentic 
1 : 12 
nde, and therefore the firſt of every class. 
; T% 5 . , 4% . * 4 ? 
may be Obſerved, that ſongs « compoicd in authentic 
77 -* 8 a _ * > C 2 * * * * } 7 : 
nde, MAY move nine or more degrees above their final ww ithe 
out ceal ing to be authentic. 
8 * 5 . 2 a 7 1 * * 
. 7 + 4 SA A a FF 1. 
Secondly, And if on the contrary, © the fon deſcend fur 
TE Hees 2 2 | i 6 3 7 f 
ute QC gree 5 bio WW it” 8 1141. 4 CON Dutt Re 65 1 
4 * RIS , % } — 1 * : 
ve it, , tt e mode therefore is plag l, and conſcquchtl, ig 
ne und r one of cd! h claſs. 
n 294). * * 5 Fan ? : 
But if the picc has ſo much compaſs as tu riſe eight or nine 
7 * 3 * 2 2 1 8 j 
Tees Fas, t's hnal, and fail; or five: beiow bas in 
mary of the ſons of the Romiſh church) the tone or mode is 
& * De mind, 25 ar ttctpat ng Oi both authentic aud 
\ . EF | . * VE * * 
Wan, there are many ſongs in the Rim? rite; tit da 
Dt im xe K 3 l i 
de thro tie cxtent of: their octa⸗ „ Yo Hare t 7 
wt FE 4 5 * 1 925 8 1 8 3 apa F ] 
Aue JICOMPLICAL III 8 2 and 0 lilo * 144 * 11 4 Y 
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the A portions are compoſed, regard muſt be had to their ana! 


r loweſt note, and dominant, 2. e. the note which is oftenef 


beard in the courſe of the ſong. And if the REY 55 
ſound five or fix degrees above the final, the tone is authe 
tic; if three or four below, it may be concluded plagal; 
ſnort, let the ſong be of whatſoever compaſs or. extent, che 
only ſure wav of finding out what mode tis compoſed i in, 5 
by thus examining it's final and dominant, | 

The following table included in two verſes, at once Fl we 
| & finals an: dom imnants ot eVeiy mode, according to the order 
olf the ned ale in &. 


1 


Ft; RR 2. L AJ, fec. 
e BD. 290 

Ont FA, UT, fext; 

7 707 SOL, UT. 


RE, FA, ter, MI, UT, quartqui 


1. 

[2 

ta 
A 
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Yr exam Pac ; 


7 5 0. tb. 6th ; 
Ti: 24. 34. 470. 57 an J th 
4 — — . * — 4 = — 7” —— 1 ws 2 \ 
n . — — — — A. 7 5 4 \ 
wv — — — * * 5 880 _— pay —ů 1 re , 3 k = %. # 7 2 * 1 17 18 4 1 
T Kr 1163 3 1 [ 
4.7 — 2 — e Po 15 * = 4 n r DS — 1 „ f 3 
; 2 TVC —— — — S i d 
* wg es ara _— 8 ; — 1 = FL DEW SR, : 8 


re, la, re,ſa, mt, 7 \, migla, fa, ut, fa, la, /: fal, re, fol, 1 ut, 


To make this intelligible, obſerve, 1/2, Th xe ſyllables,” #71, 
fer ber. Se, are abbreviations of primus, ee Se, 
hat the mono- ſyllables after them, are the names © 

To in.ls, and dominants of each tone. | 
be fatorations (as the French lay) i. 
i fix firſt notes of the ſong end akually 0 on 1 the dominant 


19;@-1H}05 le. 


All 9 thems, fas 8 Mr 37 ard, x with the Fe of 6 2 J 
mode, and the Eumme, that I5, the fong of Scaler Km amen, þ 
always begin with the dominant of the tene wherein the pic- f 


cred ng anthem was compoſed, 


The anſwers in the matins end always with the fir wi Þ 


72 


the verſe immediately following, 
2 CODNELAT 2 5 Wy eh > 


begins with the dom! nant 
Pd this 5 ant j 0 


49511 12 
1 


he lat notes of the entries or beg! anings i5 always wy 


anal of the tone, and the note that is chiefly heard in tic 
platm, and the Gloria Patri which toltow chem, is 214): 


1 

( 
1 i, x w% $ - 
the danmnant. 


F A,. LA, ſept, SOL, K E. 


the 3 I's | = I 
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Obſerve that what has here been ſaid, regards only regular {l 

modes, beſide which in the whole body of the modern plain 

ſoag, there are ſome few which may be called irregular. 4 
This knowledge of the Tone, wherein a piece is compoſed, 14 

is principally neceſſary upon three occaſions. | 
Hiri, To give the firſt note of it to the choir. Ml 

Secondly, To keep it up. And, Laſily, to give the firſt 

rote of the pſalms and canticles of divine worſhip. = 


Fir/t, To give the firſt note to the choir, is to begin part 
of an office, as matins, laudes, veſpers, &c, at a certain Th 
note or degree of tune ſo proportioned to the voices whereof wy 

tis compoſed, as that in the progreſs thereof, tho* the ſong | 

may rife or fall five or fix degrees higher or lower than that 
note, ſtill the Tore may be kept up and heard plainly, with- 
out forcing any particular voice in the congregation ; and 
the better to perform this, it were very convenient to have 
2 bell or pipe of an Organ ſet to that pitch, and ſounded 
tom time to time, by means whereof the found would be 5 
fixed in the mind, or if it were at any time loſt, it might . 
ly by this means be refreſhed in the imagination. (This I 
actice a learned Benedictine recommended in a treatiſe wrote 
in 1672, which, ſays Mr Brofard, is the beſt that has ever 
appeared on the knowledge and practice of the plain ſong.) 
hr eaſt in thoſe churches that have Organs, it would be 
very caty for the Organiſt to ſound it in ſuch a manner, as 
that the choir may without difficulty perceive it. But as 
this cuſtom is not generally practiſed, the prieſts may at leaſt 
:ttempt to find ſome method of their own, in order to which 
” following rules may be of ſervice to them. 
They mult con ſider of what voices their congregations 
are orgs. whether high or ſhrill voices, ſuch as women 1 
and children have; or low and grave voices, or of a middle — 
pitch ſuch as men have, which may be called tenors or baſſes, . 
z3 every man has a different command of voice, ſome high 
tor the tenor, others low for the baſs, 
II. That among the dominants of the modes lon are 
ſome that agree with grave, and ſome with acute voices; ? 
they muſt therefore make choice of one proper for their 4 
choir, *Tis certain that A ini la, the dominant of the firſt | 
Tine, is proper for grave or mediate voices, infomuch that oh 
they can riſe five or ſix degrees higher, or deſcend five or fix _ bi 
- WHT [ont at pleaſure, and this without any inconvenience or | 
being the Organs; A mi la therefore is proper for the tone ol 

church mulic, to be performed by ſuch voices; conſ:quently 

In 4 congregation compoſed of luch, the office ſhould ant 
* Gy 4 mi 4a: On the other hand, Re in Y re the dominant 


{ ' 


. 1900 
of the ſeventh Tone, is well adapted to high voices; in Chon 
therefore compoſed of fuch, the office ſhould begin with th; 
ſound. 

III. Then to know what degree or pitch of tune 0 be 
g ven to this A mi la, or D * re, *tis here that ſome in{; 
ment, but particularly a firoke on the Organ, would ho ot 
great ſervice, But to ſupply that, it is neceffary that e 
one examine or meaſure the natural compaſs of his voice; 
if he have a very low voice, this 4 mi la is almoſt his highe 
note, but ſuch a one is not often met with. If he have pite 
of voice called a tenor, *tis nearly the middle found in 15 
reach, and if he have one of thoſe called Hautcontres or tte Je, 
this {md la is almoſt his loweſt found. But a little uſe and | 
good example from a maſter, will make this clearer than 
words can expreſs. Tis not enough to give a good 7e at 
once oft hand, but *tis alfo abſolutely neceſſary to keep it 1 
through the ferent pieces, whereof the office begun in thi. 
Tine is compoſed. Among the many methods propoſed by 
the Benedict ine abovementioned, that which is moſt Ten 
pr Ctiſcd is, to make all the dominants of the different Epics $4 
in the office uniſon with the firſt Tyne, which conſ. quently 


capable of bearing the different names of thoſe dos rinants 
And may be-called:j in one piece /a, in another fa, in a thi: | 
wt, in another rs, Cc. For example; firſt ſuppoſe the veſners, | 
Deus in Adjutorium, begun with A mi la, and the anther 0 
art pfſalm be of the firſt, fourth, or ſixth Tones; n the do. 


minant of each of tl ele Tones | is 2 and of cour! rſe 1 the ſaine 


5 


44 


di Kiculty in giving the name and found. Ami i ia to the con 


gregation. 


Secondly, If by chance a palm or anthem of. the third: 
fifth, or eighth Tone whoſe dominants are nts, ſhould come 
- the ſervice, then the Tone of the choir is called ut, thy in 
reality 'tis the ſame A m la. | 
Thirdly, If an anthem or plalm of tlie lend Tone happen 
to come in, the Tone of the choir will ſtill be A; la, thous 91 
they call it by the name of fa, becauſe fa is ; the dominant 
thereof, 

And, La#fth, Tf the e pfalm or anthem be the 
ſeventh Tone, as its dominant is re, the Tone of the choir wil 

be called ve, though it be the fame A mi la. 


-. it 


—— 


* 


The annexed tables will exhibit and make eaſy what "I 
above been fil, in which the dominants of the eivht 7 
are all upon the line A uni la, and marked with ſquare not”, 
ny means of which this pra Rice of reducing the tones 15 much 


facilitated, The black notes ale the linal. of every tous 
ti 10 Kd 
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tranſpoſed more or leſs high or low, according as as their do- 
9 are changed. 

Che fr{t table is for reducing the dominants to the ſound 
of 4 mi la, for low voices, and the ſecond to that of D la re, 
for big h ones. (See Plate annexed.) | : 

It may be remarked, that thoſe rules ought, and indeed 
irc obſerved with regard to the firit, fourth, ſixch and ſeventh 
Tones; but 'tis ſtrange theſe ſame rules are not regarded with 
reſpect to the ſecond, third, fifth and eighth, which are fo 4 | 
exactly followed as to the ſeventh mode, | 3 þ 

The difficulty and nicety of the tranſpoſitions, which were 
neceſlary to Te duce the dominants of theſe four Toes to one 
found; having puzzled the ancient Organiſts, they choſe ra- 
ther to change the fituation of the Tone of the choir, and 
place it fometimes a femi- tone higher as in the ſecond, ſome- 
times.a tone lower as in the fifth, and ſometimes a third mi- 
nor higher, as in the third and eighth tones, than £0 trouble 
themſelves about ſuch trani poſition. * 
' But what is {till more ſtrange is, that the greateſt part of 
| Muſicians, without any reaſon, fo blindly follow this cuſtom, 

that tis almoſt a crime to note the eight tones otnerwile 
than in che following table, | 
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Tos plain, that by placing the Jomira int of the ith Ten- 
in Cre al, i. e. a Tone hizer than the tone of the cholr, it 
[9 5 the voice, ſo that its low notes are ſcarce hcard ; —_ 
the ſame ha appens by placing the dominant of the third 42nd 


| 
eighth Tones a third minor higher than the pitch cf the choir , 
er by this the voice is ſtrained a kot to a ſqual, efecially 


KW . 
if te ſong runs High, To avoid bot [1 tick inconvenicnccs, 


bveral Oreanifts began 0 introduce Tlie method on Days 
tg, Part, The fifth tone in D la re natural vr third minor, 
nee the ieventh tone, becauſe by t his its dominant was A mia 
uniſon to the Tone of the choir. | | ; 
| Second, The third Taue is 63 e fol flat like the ſe- 
wn, lor thereby the dominant le but a ſemi-rone higher 


than 


f 320 = 0-0: 
than A mi la, the voices were not at all forced ; 5 and on the 
other hand they were not obliged to make intricate tranlpoſ!. 


tions. This may ſuffice with reſpect to the ſhrill voices in 


the choir. 

Leftly, It this knowledge of the Tones is neceſſary in th- 
practice of the plain chant, certain it is, tis principally 0 
with reſpect to the pfalms and canticles in the Rom rite, , 
for 'tis a general and infallible rule, that the pſalm or can- 
ticle ought to be ſung in the ſame Tone with the preceeding 
anthem, becauſe the pſalm and the anthem are reckoned 
together as one ſong, It therefore is highly uteful to know 


at once the tone of the anthem, 1n order to begin the palm 


agreeing therewith in the ſame. 

We {hall not here pretend to ay what theſe ſongs nr 
chants are, ſince every church has its particular rules re. 
lating thereto ; but ſhall only add, that to ſing a pſaln well, 
theſe three things muſt be obſerved ; ; the intonation or ſettin- 
the pitch and firſt note; the mediation or reſt in the middle 
and the Evovæ, or ending, 

Fir/t, With regard to the manner of beginning or ſetting 
the firſt note, the pſalms of every Tone have a particular four! 
appropriated to them (in the Ryman and other churches,) 

Wich for the eaſe of the memory are ingeniouſly ſummed 
up in the five * lines : 


Prins” cum n ſexto, fo; fol, la, lane. habeto : 
5 Ut, re, fa, ſed me/la moduletur lingua ſecunds. 
Sol, la, ut, eftavus reſonabit, fic quogue Hernus : 
e 2 la, quartus; fa, la, ut, fit tili quintus : 
Septimus ut, ft, ut, re, cenſetur ſemper habere. 


The irt note of theſe intonations is the dominant of the 
tone; in the pſalms only the firſt verſe is begun as above, ul 
the others begin with the dominant from the frft ſy 11a! 
as to the canticles, all their verſes begin like the $1: ſt of 1 

og 101 


pfalm. 

Secondly, With reſpect to the niedation ; tis a fort of te 
or ſilence, which ought to be made in the middle of ever 
verſe, as well to have time to eaſe and take bre. th, 8 25 i 
keep up the gravity neceſſary in the ſervice; it ends aug 
with the dominant "of every Tone, out the keyenth, in wh 
it ends a Tone higher, 


 Laftly, The Foe is a word formed, for brevity y's acc, 


of the fix vowels in the words Seculorum amen. hers Ha a 
fort of books called by the French. Pſautiers and Anttbhronieri, 
and by us Pſalteries, which contain the rales of eins 
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churches, and which ſhew the note whereon to. end every 
verſe of the plaims and canticles; and as every Vine has ma- 
ny endings (except the ſecond) thoſe books are to be con- 
ſulted as well as the cuſtom and practice of the church, for 
an infinity of other particularities belonging to them, 
TUTT 1H, in the Italian muſic intimates, that all the 
parts are to play together, or to make full concert, 
In this ſenſe the word Tutti, ſtands oppoſite to ſoli or fels, 
Ge S1. | 
This word 1s often expreſſed by omnos, rip1t uo, dn capella, 
Chro, & c. See each under its proper article. 
TYMPAN O, or TYMPANUM, a Tinthal, a muſical 
inſtrument, which among the ancients conſiſted of a thin 
piece of leather or skin, ſtretched on a circle of wood or iron, 
and beat with the hand, See DRUM. 
This may be our kettle-drum, as 1t appears to be from 
the Italians uſing the word Tympano for a pair of tymbals 
of an unequal ſize tuned a fourth, the leaſt wherof gives 
ol acute ſound, the largeſt the grave one; the firſt 1s C 7 ol 
„the detter 2 re ſol, a "fourth? lower; they ſerve for a baſs 
% a concert, or airs deſigned for Trumpets ; we from hence 


meet with parts marked Tympano, which ſhew that they are 
deſtined for this inſtrument, 
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V The ſimple letter v. is often uſe to ſhew 2 piece de- 
„ ſioned for the violin; if theſe be two, the PRE e 
two Violins or more: Again among the Roman cyphets 
ſtapds for five; and laſtly, if the letter & be thereto added, 
V. S. it ſignifies valti ſubito, 1. e. turn over quick, Ses 
Vo. 71. 
VAC UA, Notte vacue ; the minim and ſemi. breve may 
properly be. called Notte vacue, by reaſon their heads aro 


open O * in diſtinQion t to Notte picne, the he. ids" hereo 


are filled oy 5 -; theſe are by the Halians called 


Notte bianche 6 nere. See Nor E. 

VAGANT E Sum, See SUONT. 
 _VAL ORE, Value, Content; as the value of a note 
is underſtood of the length of time it contains; for (x. 
ample, the value, content or length of the large is eight 


ſemicbreves, that of the long four, and fo of the reſt; but. | 


fee FIGURE, NoTE and CHARACTER. 
VALUTA, the fame with walore, See VaLonr. 


VARIAMEN TO, an Italian adverb, which means | 


ina varied manner full of changes and variations. 
RIATION, T 
VARIAT ION, 15 the lifferent: manner of playing o. 
#inging the ſame ſong, air or tune, either by ſubdividing the 
notes into ſeveral others of leſs value, or by add! ing of 
graces in ſuch a manner however, as that one may till Gil 
cern the ground of the tune thro” all the enrichn 
which by ſome French muſicians are called Embrid: 1 
Thus for inſtance, the divers copulets of CRACONG, 
Spaniſh Fullies, which the French call Follies d # page; 
and are properly . ground Paſſecailles, Sc. ale , 
many. Fariatizns ; ſo: alſo many diminutions of courant: 
gavots and other Are lor the Lute, Harpſichord and Vi 
lin are really Variations, but more properly ſo called, wit 
played by the Violin alone. 
VARIATO, the ſame with variaments. 
VARIA Z10N E. ves VARIATION 


V. ks OL b., 35 5 near}! the lame with /. -- 0% 
I Y AC F | 


See Va- 


VELY 
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VEL OCISSAMENTE, or VEttociss1Mo, very 
quick, with great Precipitation; this word is ſeldom met. 
with, for they uſe the words preſto or preftiſſing mn it's ſtead. 1 
dee PRESTO. | | 
VERBERO. SecavxcorPe.. | FR 


8 or VERGHET TA. See Virkeu-. 


: 14 
* E RSE, the modern Freſe is very ſeverely handled by =. 
Viſſ us, who makes it intirely unfit for muſic, “ Our Verſes, 4 
0 03 he, run as it were all in one foot, without any di- | 1 
„ flinction of numbers, or parts, and have no rythmus at all, 1 
« without regard to the natural quantities of the fy ables; 
« for we mind nothing but to have à certain A es thereof 
« in a verſe, of whatever nature or order,” See RH Y THMUS, 
Mr Malcolm attempts to vindicate our Verſe from this 
mputation. It is true, we don't follow the metrical compo- _ 
ſition of the ancients, yet we have ſuch a mixture of ſtrong [y 
and ſoft, long and ſhort ſyllables, as makes our Perſe run 1 
{mouth or rumbling, flow or rapid, agreeable to the ſubject, 


of which Mr Pope has given us very y fine examples in theſ 
lines: 5 


Soft is the ſtrain, when Zephyrs gently Bld. 
The hearſe rough Verſe ſhould like the torrent roar, 
De line too labours, and the words more fl. | 
Flies Ger 10 unbending ears, and eim, the plain. 


To which may be added the following : 


ted like a nt ſnake, drags his flow length alone, 
Sa ten dull words oft creep in one dull line. 


* 


By making a ſmall change or tranſpoſition of a word or 


(yilable in any of theſe Verſes, any one who has an car will 


nd, that we make great matter of the nature and order of 
55 the abet 


; Gi 1% adds, that the en + ds were fang as to the rhy th- 


mus, in the ſame manner as we ſcan them, every foot be- 
ing a diſtin bar or meaſure, ſeparated by a di ferent cause; 5 
tho' in reading, that diſtinction was not ſo ſtrictly obſerved. 


Again he fays, that their odes had a regular return of 


the ſame kind of Verſe, and the fame quantity of {yllables 
in the ſame place of the Verſe, whereas in thoſe of the 


moderns, to follow the natural quantity of our ſyllables, 


wh Hanza would be a diſtinct ſong. De potmatum Cantu. 
DE, | | 


T tz | „ 
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The Greet and Latin Verſes are the „ Penta. 
mater, Iainlics, Hendecafy lala, Trochaics, &c. each of which 
h-4it's particular time or meaſure, when propoſed to b. 


ſun”. 


VER 


Heroic and Alexandrine 75 rfes conſiſt of twelve or thirteen 


ſyllables,” and are of modern invention. 


or poetical deviſes, as cantos, ecchos, monorhyme, Ar 


The ancients had likewiſe various other kinds of 1 


fe 


which they had a particular regard in . of mu 
See RY TH MIA and MRT RIC A. 2 
The kinds of fect uſed in the Latin Verſe are varie 


their nuinber is about twenty eight, of which ſome are ate 
ſimple, as not being compoſed of others, and ſome compound 
for the contrary reaſon ; - of the _ chere are four »f two 
al d eicht of three, 


_ ſyllables, 


<> 


The i uple of 1 740 fall ables are, 


Pyrrbicl 1745, formed of two ſhort {yllables, as fr, 


{; ic 24 Mine 


15 

2. S§pondæus, of two long, audoy, 

3. Jambns, | of one ſhort, one long, poten: 

4. Trochæus or Choreus, of one long, one ſhort, Fur, 
The fumple of three Hulle are, 

1. Tribrachys, formed of three ſhort ſy Hables, as placid. 
Molaſſus, of three long. amt ni , 
Anaperſtus, of two ſhort, one long, animen;, 

Dad ylus, . of one long, two ſhort, angl id. 
8. HAmphytrachys, | one long betw. two ſhort, amy. 
6. Arphinacer, one ſhort betw. two long de niit, 
7. Bacchius, one ſhort, WO long, | | 2 17 tun. 
Compoſed, 
1. Procelen maticus, of two Pyrrhics, as heminibu, 
2. Diſpondæus, of two Spondæuſes, _ amphitrite, 
3. Dijambrs, of two Iainbuſes, |  amoenttas. 
4. Ditracheus, of two Trochæuſes, mmped'tis, 
Mint, | 
1. Antipa/lus, an Iambus and Trochzus, 405 rv 
2. Choriambus, a Trochæus and fambus. abr LL . 
Tonicus _ a Spondæus and Pyrrhichius, abcr 


a Py rehichius and Spondæus, Jae, 


MN | wed 
» » 


a8 th 


ER 325 


A Pom ones 1 one long al three ſhort Hllablesi in di ferent 


poſttions, 
1. Paon, of a Trochæus and pyrrichius, 2 as innscilils. 
2. Prem, of an lambus and Pyrrhichius, Pd tent id. 
3. Pan, of a Pyrrhichius and Trochæus, feeleratns. 
4, Pan, of a Pyrrhichius and Troc baus, apòlägõn. 


An Epttritus is contrar , i. e. one Hort 75 able and rei Jong, 
var 2 diſpoſed, 


Epitritus ot an Iambus and Spondens, as Maftirim 


MS we 
* =» 


Ehitritus, of a Spondeus and Iambus, concerdias. 
Ag cf a Spondæus and T rochæus, emmiltatque, 


> 


:r/es in the church muſic, are certian parts of pſalms or 
anthems ſung by one or more voices, which according to 
their number are called by the Italians Soli; (ke S0 Lo, 
ind ſcem as it were detached from the whole body or choir, 
which may be otherwiſe called the grand chorus, 


VERSET IA, is the Latin Verſiculus, pl little ſhort 


verſe, See VERSE. 


VERSO, ö 
VERSUS, 8 See Vens: 


VER-TE ſubits, Latin terms which ſignify the 1 
with the Italian volti 2 — turn over the leaf quickly, Ses 


VoL TI. | 
VF RT UOSO. See * U. 


VESP ER T INI es are evening longs. See SA 1.— 


10. 

UGALE, or UGALM ENT, ſignify equal or quali, 
For Sy/?erna wats, ſee SYSTEM. 

VIBRATION, a regular reciprocal motion ofa body; 
tor inſtance of a chord, which being nſpended at freedoms 
vibrates firſt this, and then that way. 

The Vibrations of a ftretched chord or ſtring ariſe from 
it's elaſticity, which power being the ſame kind with that of 


gravity, the Vibrations of chords follow the fame laws 
as thoſe of pendulums, conſequently the Vibrations of the 


{ame chord equally ſtretched, tho' they be unequal 1 in length, 
ire <quidiurnal, OL performed i in the ſane ſpace of time, or to 
Ipzax more properly, in equal times; and the ſquares of the 
wnes of te Vibrations are among themſelves inverſly, as the 
POWETS 


Epitritus, of a Trochæus and Spondæus, permanentiam.. 


'Y 
$ | 
[ 
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powers whereby they ate equally bent and inflefted. 
STRING. 

VIETATI Irervali, See INTERVAL, 

VIETATO, forbidden, that muſt not be done, eithe: 
hecauſe not according to rule, or as not having an effect pro- 
per to the end of muſic, that is, ſuch a one as does not affeg 
the car with pleaſure. There are Paſſagg! Vietat; and ate. 
wall: vietati See PASSAGE. 

VIGESSIMO, the twentieth, one of the intervals ir 

mic, which is the ſixth tripled, See SIXTH and IN r EB. 
„ | 
VIGOROSO, or VI SoROSAMYNTE, ſignify 5 
ſing or play with vigor, ſtrength and firnneſs. 

VILLANELLA, raf. ich, peaſant-like, a fort of dane 
or rather air, to which country people or peafants dance ; 
there are ſome of this kind that are very agreeable, having 
in therm fo; eching very gay and enlivening proper to th 
thereof; tlie fift copulet is uſually played plain : NO 


» 4: 
It * 
= + & 


lin ple, ee come an infinity of ee Mig dim: SE 


tions, Oc. they antwer in fome refpe&ts to Our nn 
dances, 8 . : | 

VIOLA, A muſical inftrament of the fame form with 
the Violin, and ſtruck like that with a bow; tis by thr 
Ttalians denominated a tenor violin, See VioLivn, _ 
Ot this inſtrument there are ſeveral forts and ſrzes ; they 
are uſually ſtrong with four ſtrings, | 


Y$0TA di gina, Leg Sol, tho we call it Amply Viol. 


the Iratigns add FE Gamba, becauſe tis held between. the legs 
to be played on. 

Of this kind there were formerly whole cheſts kid 
contained ſets of them, ſuch as trebles, tenors, counter- tend 5 
baſles and double baſſes; each of which was mounted wit 
fix ſtrings, having eight ſtops or frets divided by femi-tones 


Their found is very ſoft and agreeable. The tablature 


or muſic for this inſtrument is laid down on fix lines or rules 


There are yet remaining pieces, being a fort of lancies 


deſigned for theſe inſtruments only. 

What the Ttallans call Alta Viola, is the counter- tenor 9 
| this ; and their /Yiela Terre, the tenor. They ſomet 
call it imply Viola. Some authors will have it the 170 


others the Cythara, others the Chelis, and others the 7% 4 


of the ancients, See Ly RA, CyTHARA, Se, 
VioLA Teuore, a tenor Vial, 
Viola Baſſe, a baſs Viol, 


VIioldh 


20, 


ed v 


I 


part 
tides 
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' VioLa a Amour, or Lowe Vial, is 2 kind of triple viol 
or violin, having ſix braſs or ſteel ſtrings, like thoſe of the 


Harpſichord, ordinarily played with a bow, | 
It yields a kind of filver found, and has ſomething in it 


very agreeable and ſoft, whence it's name. 


The baſtard viol of the Jta/ians (not ad among ws). Me. 


| Broſſard takes to be a kind of baſs viol mounted with ſix or 


{even ſtrings, tuned as the common one. 

What the 1talians call Viola di Brachia, — Arm-Viol, 
imply B. achia, — Arm, is an infrument anſwering to our 
counter-tenor.. | 

Their Viola prima, or ff v1 Viol, is i our counter- 

-enor Violin; at leaſt they comnionly uſe the cleff of C %u, 
on the firſt line to denote the piece intended for this inſtru- 
ment. 


Their Viola ſecunda is much the ſame with our tense Vain, 


having the key C fo! ut, on the ſecond line. 


Their Viola terza, is nearly our counter tenor Fiolin ;, the key 
C jol ut, on the third line. 

Their Viola quarts, or fourth V. Mo is not known in E neland 
or France, tho we {requently find it in Italian compoſitions ; 
the key on the fourth line from the topp. 

VIOLET TA, or LITTLE VIOL, is in realit ty, our 
triple Vial, This term is frequently confounded by ſtrangers, 
with what has been fa; d of Vila prima, feconda, ler- 
a, GT 


VIOLIN or "a DLE, is a muſical 1 mount- 


ed with ſour ſtrings or guts, and ſtruck with a bow. 


The Violin, like moſt other inftruments, conſiſts of three 
parts; the neck, the table, and the ſound-board ; at the 
tides are two apertures, and ſometimes a third is added to- 


wards the top, ſhaped like a heart. 


It's bridge which is below the ape rtures, beats up the 
ſtrings w hich are faſtened to the two extreams of the inſtru- 
me nt; at one end of them to a ſcrew, whuch ſtretches. of 
looſens them at pleaſure, | 

The ſtyle and ſound of the Violin is the gayeſt, moſt lively, 
and | ſprightly of all inſtruments ; and hence it 1s Of all others 
the fittett for dancing. Yet there are ways of touching it 
wich render it grave, ſoft, and 1 and fit for 
Church Or chamber muſic. 

It generally ma kes the treble or r higheſt part in concerts. 

It 's tuned by fifths: it's play i 13 compoſed of baſs, counter-- 
tenor, tenor and treble ; to which' may be added a fifth part: 


each part has four fifths, which zife to a greater ſeventeenth. 
We F IFT H, 


Ju 
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In compoſitions of muſic, the Violin is denoted by 7, ang 
two / V. denote two 12:15. 
The word Violin ſtands for treble Violin z when the [taliay 
prefix alto, tencre, or baſſo, it ther expreſſes the counter. tenor, 
tenor, and baſs Violin. Sec I'REBL E , TEgNnoR, and 


Bass. 


In compoſitions, where there are two or more Violin, they 


make uſe of the words prima, ſeconda, terza, Fc. of the 
characters. I, II., III; or of theſe figures, 14, 2: 
&c. to denote the difference. 
The Violin has only four ſtrings, each whereof is of a dif. 
ferent thickneſs ; the ſmalleſt makes the E i mi of the higheſt 
octave of the organ 3 the ſecond, a fifth below the firſt. 
makes the A mi la; the thi rd, a fifth below the ſecond, i; 
D la re; laſtly, the fourth, a lth below the third, 1; 
G re ol. 
The largeſt or fourth ſtring has four notes s belonging to it. 
viz. G re /ol ut, or G, which is to be played open, 4 
la mi re, or A muſt be topped with the fore. finger, of the 
teft hand: almoſt at the diſtance of an inch from the nut, 
B fa be mi or B, with the ſecond finger about half an inch 
from the firſt, and C jo! fa ut, with the third finger cloſe 
to the ſecond. | 
The third has alſo four notes, D la fol re, is ſtruck 
open; E la mi, muſt be ſtopped with the fore fnper about 
an inch from the nut; F fa ut, with the ſecond finger 
cloſe to the firſt; and G re "fol ut, (on which note the clef 


15 commonly marked / with the third finger 4 3 of an inch from 


the {econd. 


The fecond ſtring 1 four notes, A la mi re, or 4 4 


the open ſtring; B fa be mi, or B, is with the fore finger, 


0 an inch from the nut; C/o! fa ut, 5 the ſecond 


finger cloſeto the firſt; and D ta fol re, or D, is the third 


finger about three qnarters of an inch from the we >; 


The leaſt or treble ſtring, has uſually fix notes, 3 20 


7 F fa ut, or F, the fore finger very near the n 

G fo! re ut, or G, the ſecond "about three quarters 
an inch from the firſt; A la mi re, or A, with the third 
finger at the ſame diſtance from the ſecond; B 2 be. m, 


with the little finger half an inch from the third; and Th 
C fa ut, you muſt ſtretch the little finger abour a qua 7-07 


an Tack farther than for B fa be mi. But here it 5 be 
obſerved, that all the notes on the treble ſtring, except U 
or E, are termed in alt for diſtinction's ſake. For it, 
ſharp, and gamut, fee Far, Snare, c. Fot time, 


note, dar, and reſt, {ce 6 If NE; Nor E Ba Ra and B. Ta 


wh 


11 


3 
ta 


Cad wo. 7 SYS. 
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Moſt nations ordinarily uſe the cleff Cre ſei on the ſe- 
cond line from the bottom, to denote the mutic for this in- 
trument; the French alone uſe the ſame cleff on the Joweit 
line; the firſt method is beſt when the ſong goes very low, 
the ſecond beſt when it goes very high. | | | 

VIOLINCELLO of the {talians, is properly what 
we call the Baſs Violin with four &rings, ſometimes even five or 
ix; but thotc are not common, the firit being moſt uicd A- 
mong us. e | 

VIOLINIS 1 erſon that plays, or is a maſter of 
the Violin. | 

VIOLIN O boncertante, concertini, or di concertiuo, thoſe 
Violins, whether nrſt or ſecond, that play throughout the 
piece, in diſtinction to Vilini ripiiui, Violins that play in 
particular places, as in grand « Ces to hi} UP Or compleas 
the harmony. 

VIOLONO, a large Baſs Violin or double baſs, every 
way as big again as the common one,; and the. ſtrings, which 
af four, bigger and oy r in proportion, conſequently 
it's found muſt | be an octave deeper than that of the Yon; ts 
or Baſs Violin; it has a 3 8 in great Concer! See 
CONCERT and VIOLINCELL | 

VIRGULA, a Latin term, tor which the Italians ſay 
 Vergetta or Verghetta, both which ſignify, that line drawn 
from the head of a note either upwärds or downwards, 
which we commonly call the tail thereof. Bontempi, in his 
 Hiftoria Mufica, diftinguiſhes ſeveral kinds. | 
Vergetta aſcendente, the tail turned up ards. 

Vergetta deſc endente, Or Pe naente, the COntrary, . 

Exch of thete rails ma 2y be drawn on the right or left fide 
of the head of a breve; if on the right, the [tations wed 
the phraſe Jer. g#'ta alcendente, or pendente deila purte deſtra 
if n the left, della parte faniftra, | | 

Theſe lifi-ren: "trations make à great difference in the 
value of theſe noten, el ſpecin ly when. they are tyed 3 ; for 
which ſee LEGATURE. 1 


5 . 
* 


* 1 | | 1 
Veroetta ob pigua, one that has a little Hol at the end, a3 


Vergetta dritta, a ſtrait tail, as of a a minim or crotchet 


* 


. 


— 


Hat of a quaver ag 5 
N — 
| 1 


i5 hook may be on either nde 


Providence has blefied with that ſuperiority or excellence 


. | ULT 


Vergetta biftorta, a tail that has two of theſe little hooks . 


it's extremity, on either fide at pleaſure z as our ſemi qug. 
£ % 


_— 


8 in Italian, not only means that habitude 0. 
the foul which renders us agreeable in the ſight of God, = 
makes us act according to the rules of reaſon, but alto! 


ſuperiority of genius, ade and ability, that makes use. 


cel (either in the theory or practice of any art, c.) man; 
others who equally apply themſelves thereto. From whenze 
they form the adjective Virtuoſo or Virtudioſo, which of 
ſtand as ſubſtantives when uſed in praiſe of any one th! 


eee 


thus an excellent Painter, or an able Architect, Sc. 4; 
called PFirtusfe. But this epithet, ſays Mr Breſſurd, is Oftegs: 


given to eminent Muſicians, than to any other artist; 2 
among them, rather to thoſe who apply theniſelves 


the theory cf that art, than the practice : ſo that amy; 


them, to ſay a Firtusſs, would be underſtood an excellent. 
Muſician. The French have only the word 7lluftre that can 
anſwer to the Virtusſo of the Italian. We uſe the wer! 


Hertuoſe, but iti a more extended ſenſe, it not being et 


any particular art, but is applied to any perſon excelling in 


2 art, be it what it will; if it be at all limitted amer 
tis to the learned in phyſic and natural hiftory, >. 


N Ora 
wy th 


5 ” T7167 A MEN T . or Vrsro, quick, 201 Hau d 1 


$1156 ly.. Sce PRESTO. | 
: IVA CE, vivacemente, or vivaments, — 9775 life and Wa 
; that is a degfee of movement between largo and aller 
5 nearer allegrò than largo. See AL LE GRO and Lak c 
VIV.AC ESS IMO, a degree or two quicker than." 
Vac e. and denotes. a movement much the ſame as 875 


ho Mr Braſſard ſays, it being the ſuperlative degree of 
vace, conſequently muſt ſignify an extfeam quick ma on. 


UND E CIM A, he eleventh, one of the inter. al in ms 


fic, which the fourth doubled. See INT ER AL 
FourTH. 355 bo 

ULT IN. A conſunctarum. See TRITE SyNEM 
NON, | 1 | 
Urrina diviſarum. Sec NET E DiIEZZE UO 
3 SYSTEM. | i 

UL TIMA excellentium. See NETE Hypenions, 
and 85 T EII. | „„ | 


_ 9 
if | \ 
* , 
» 1 * 


| = ot vibrations of the two ſonorous bodies in equal times; 
where there is an inequality in that reſpect, and cogſequently 


tion. or a5 ſome call it, the mother of all the reit: 


| 


men agret ment of ſound, it is not true, tha the nearer any 


r 


—— P N 
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3 UNI . 
UNDULATORY, is applied to a motion in the air, 
wiercby it's parts are agitated, after like manner as waves in 
th ca; as is ſuppoſed to be the caſe of the ſtiing of a muſi- 
ea! inftrument when {kruck. See STRING. 
2 his Und#u/aiory motion of the air, is ee the 1 matter 
caufe of found. See SOUND. 
'nitead of Undiulatory, this is * ſome cal ed vioratory mo- 
tion. Sce VIBRATION, 

UNISON, is the effect of two founds which are eq! al 
in degtee of tune, or in point of gravity and acuteneſs: as 
Goudentins ſays, qut nec acumime, nec gr avital- inter fe drffe- 
FO See GRAVITY and ACUTENESS, 

; Uniſon may be defined a conforiance of two ſounds 
pro wo by two bodies, of the ſame matter, length, thick- 
nels, tenſion, &&c. equally ſtruck, and at the ſame time, ſo 
that they y iel the fame 5 or "TROP ; 

Or it is the Unian of two ſounds, fo like each other, that 


the ear perceiving no difference, receives them as one and 
| 15 ame found. See Sou N D and OCTAVE. 


Vhat conſtitutes Uniſenance, is the equality of the num- 


4 


% 


an inequality in degree of tune, the u 8 ſounds conſtitute 
what \Iuſtcians cali an interval. Sce Interval and VI. 
B RAT ION. _ 8 . 
Ur ſon is the firſt and greateſt of conc: ords 


270 14. 
11G 4+ 3% 


« A 
= 19 47 * A 7 if 1411 7 1 + » 
deny it to be any cncord at ali, maintaining it to be 
- cf 2 © 2 


12 17 1 ; J. 2 3 % 4 * = 5 88 893 
that in Wau Which unity is in numbers.  Arifoxenn« 
and moſt of the antients, according to Veſlus, are of the 


„ 
y C3. TQOETLE 


8 
ln 


former opinion. 


Others reſtrain the word concor 4 to intetval, and make it 
include a difference of tune, but this is 


4% wn EC ario 8 3 01 25 
the word concord ſign. fies an aarcement of ſounds, 
applicable to uniſons in the firſt degree. 


But tho? Uniſanance 01 equality of tune, makes the moſt 


AK 


LAS. K 


two tounds come to an eq: uality of tune, they 
table. The mind is delighte. 4 wi; ith variety, 


n of the agrecableneſs or diſagreea blenels 5 two ſoundse, 


* 
re 4 > JJ AA0 A 
« Lili L414 wo 


. 4 \ | | » Grita: AY 
uk UC ilcribed to ſom 1C other cauſe than the equatity OT in- 


* of the number of their vibrations, See Co * RD, 
11 © phnzomenon in muſic, that an intenſe foun, L 

being raiſed either with the voice or a ſonorous body, another 

ſonorous oby dy near it, whoſe tune is either Uni/zn or i 


Uu 2 above 


- Dp —__— 
by 
— 
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above that ſound, will ſound it's proper note Uni/on or ot; 


Word is onutted, As auitgro ſignifies briikly and gay, hut 


to the given note. 
* he experiment is eaſily tryed by the firings of two, | 
ſtruments, or by the Voice and a Harpſichord, or a Bell 


or « 
even 2 drinking-glaſs. ey ; 
T his our Philoſophers account for thus : one ſtring beine ' 
ſtruck, and the air put 1n motion thereby, every other fle ng i 
within the reach of that motion will receive ſome mpreſi of 
therefrom. But each ſtring can only move with a determi. 
nate velocity of recourſes or vibrations, and all uniſons pro- ! 
ceed from, equal and equidiurnal vibrations, and the otl;c; | 
concords from other propor:ions : the Uni/on ſtring then 
keeping pace with the ſounding ſtring, as having the {ame 
meaſure of vibrations, muft have it's motion continned and 0 
ſtill improved, till it become ſenſible, and give it a diſtind 
found ; other concording ſtrings ha their motions ropa. 0 
gated in different degrees, according to the frequency of th. & | 
clerics of the vibrations with thoſe of the ſoundine b 
ſtring: the octave therefore moſt ſenſibly, the fifth next, q 
afterwards the croſſing of the motions, prevents any effect. 8 
This they 1 illuſtrate by a pendulum, which being ſet 4 
moving, the motion may be continued and zugmentéd by 
making frequent light coincident impulſes, as blowing on » | n 
when iche vibration is juſt ended; but if it be touch ied] any fc 
croſs or Opp „lite notion, and this too frequently, the 110 tien | © 
thercof weill be interruped and ceaſe altogether. 2855 | ; K 
So of two Uniſen ſtrings, if the one be forcibly firnck, it } 80 
communicates motion ba the air to the other; and bein. 1 
equidiurnal in their vibrations, i. e. finiſning them 9 eciſcſi j ty 
together, the motion of that other will be improved ani Wl 2 
eight ened by the frequent impulſes received from the my = of 


tions of the firſt, becauſe finithed preciſely when that ot! 
has finiſhed it's vi on rations, and is ready to return, But if 5 
vibrations of the chords be unequal in duration, there will be 
a croſſing of motions more qt leis, acc ording to the propor 
tion of th at ineq ualitv, by which the motion of the untouches 


firing will be ſo checked, as never to b=-conme ſenſible. . _ 
And this we find in the caſe in all conſonance excer' I wu 
Uniſins, octaves, and fifths. See CnorRD and ST 2:its, ; ot 

A UNTSON US, the ſame with uniſon. | | _ pa 
IN PO CO, an /tahan adverb, which when then z . 

| ſuch, ſipnifies a little; tis often put before the terms ate 600 
adlagio, preſlo, piano, &c. and then weakens the ſtrength fue, T7 
ſign ificario YN, 1. e. ſhews that the movement under their di. C9? 
*. 18 not ts be jo much of either of them, as chen! ter 
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unpoce atlegro, 18 Q. little brishly : ; and ſo of the other. But if 
between them is put the word piu, i. e. more, the movement 
is to be played more gayly than allegro itſelf directs; as un- 
poco piu allegro,——a little mare brishly on the contrary, if the 
word men or meno be placed there inſtead of piu, it diminiſhes 
the force of the word, as wunpoco meno allegre, — 4 Ilttle leſs 
gavly, Sec ALLEGR0O, ADAGIO, Cc. 
VOCAL MUSIC, is mulic {et to words, eſpecially 
verſes, to be performed with the voice. In contradiction to 
intrumental muſic, compoſed for, and to be executed by in 
gruments wichout ſinging. See Mesic. - 
e then makes a neceſſary part of Vocal muſic, 7 5 
tus appears to have been the chief, if not the only practice 
of the ancients, from the definitions they give us of muſic. 
Their Vocal muſic appears to have had ſome advantage over 
ours, in that the Greet and Latin languages were better con- 
trived fo pleaſe the ear, than the modern ones. In effect, 
Viſjius taxes all the latter language as unht for muſic, and ſays, 


8 
We ſhall never have any good Hecal muſic, * our poets 
make verſes on the model of the ancients, i. e. till the 


ancient metcical feet and quantities be reſtored. * | 

But it is to be obſerved, that the rhythmus of their Vocal 5 

moles, Was only that of their Poetry, and had no other 
forms ot mutations than thoſe the metrical art afforded. 
Their changes ot rhythmus were no other than from one 
kind of metrum to another, as rom ianilie 0 chor gie, He. 

See RHYTHMUS, | 

Their Vacal muſic conſiſted then of verſes (et to muſical 
tunes, and ſung by one or more voices in chorus; ſometimes, 
alternately with, and ſometimes without the acc company ments 
of inſtruments. 

For inſtrumental te in the: manner we have deſc ribed it, 
un parts, tis not, ſome ſay, very clear they had any, See 
SYNAULIA, | 

V O CE, F/ice. See Voice 5 go ND. 

\ OCE fala the voice alone; this in Italian, ligniſies a 
piece compoſed for a lingle voice, generally accompanied 5 
W _ 3 thorough bals "28 the Harplichord or Organ, without 

r inſtruments. But if beſides that, it is to be accom- 
pat —_ by other inſtruments, they add, cen Prolim,— with 


ph aus Violin, e Violinceilo, i e bajſo per Organe, — with 
us Fielins, a baſs Violin, and a thorough baſs an the Organ; 
aon x Vielini, or flromenti, — with Violins or nflruments ; 


"7 ſenga, With and without inſlrumints ; parte con, parte 
k 2 Vialins, t with, and part without Violins, Nc. 


1 ICE, 
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VOICE, a ſound produced in the throat and my); 
an animal, by an apparatus of inſtruments lor that purpoſe 
See SounD.. 

VorCE in general ſignifies a found or noiſe, but in my; 
more particulariy a Duman Voice. 

Among the various ſounds that this modification of the ait 
(bor ſuch it is) produces, there are founds that admit of 
difference of tune, as the hiding of Serpents ; others that d 
admit a dilference of tune, but are not articulate, a as the 
noiſes of animals, whiſtling of birds; and laſtly, there are 
ethers ſubject to great variations of tune, and articulate at 
the ſame time, 1. e. fo different one from another, that tis 


eaſy for the ear to perceive their changes; ſuch as the. 
Voice: of men and women : *tis theſe that are the objects of 


muſic, and from theſe muſic executed ſolely by Fic: 3; 
called vocal muſic, as being performed by natural Organs, 
See Moste. 
The ſeven degrees of found within the compaſs of the 
ccta va, vhich are diſtinguiſbed by the mono- ſyllables Ut, „ 
mi, Cc. are by tne ltalians c called Jace. muſicali. 

Voices are generally divided into three claſles; of the f 


7 


are the bigh or ſhrill Voices, or thoſe performed by women 
and children of the fecond are mediate V. pices, or Voices of 1 
middle pitch of tune, neither high nor low; of the laſt and 


deep Vice, SS conſiſt of low and crave ſounds, both 


which are perfor med by men, different perſons having di 
ferent compaſſes; theſe three anſwer to the parts of mu: 
ſic called 05 tenor, and baſs; and of theſe are mad a 
many parts 25 the compoſer pleaſcs, 38 

As the harmony of concerts is no more tha um a welt po 
3 mixture of theſe Voices, either ſimple, doubled, 0: 
tripled, fc. the different parts whereof the concert is em. 
| poſed, are very often called Voices; thus they lay n J, 

a piece or compoſition is 2 du, a tre voce, ec. or imp! 
a due, a tre, Wc. the word Voice being underſtood, o 
that the piece conſiſts of ſo many different parts. 

T here are ſome indeed, that call the parts deſtincd ior . 
ſtruments, fo many Voces, by reaſon inftruments were | 


vented for no other cauſe than either artificially, to ine, 
fapply it's piace, or accompany it. But this is to ooh the 
term improperly; the Germans are very particular en e 


diſtinction of vocal and inſtrumental parts; they hav: 
word imme, which is a general term, and ſigniſies part 5 1 

it either for Voice or inſtrument, but they always add the ad 

jective, vocal or inſtrumental thereto, to make a prope ei- 


| Rint, On. 


ſunt mottis ſpecies 3 continua ſcilicet & 


another, ſtill changing as it procceds. 


al the 2 mind; whereas the continua] Hund, when 


VOI 4 335 
1 muſt here be obſerved, that theſe three Voice uſually do 
not exceed ſour octaves from their graveſt to their acuteſt 
ound, which forms the four octaves of the Organ, and is 
the ordinary limit of other inftruments ; fo that all compoſi- 
tion, of what number of parts ſoever, do not go beyond this 
extent. TI's often neceſfary, that the parts (eſpeci: iy the 
vocal) / have not this whole compass, becauſe when they riſe 
to their higheſt, or fall to the Jowett e e they may be fo 
forced, as that they are rendered falſe and diſagreeable; ſo 
that to retrench the compaſs, they take off ſome of the up- 
per ſounde, and if the Voice rife to A mi la, tis as high as it 
can Well go, without a great uneaſineſs to the performer ; and 


others are taken off from the lower octave, for there are few. 


Vaices can go farther than Fut fa, or I ſi mi, clear enough 


to be diſtinctly heard. As to the middle parts, tis left to the 
compoſer's fancy to manage them as he thinks kt; but the 
general rule 1s, that the parts for either of theſe voices be ſo 


diſpo ſed. as that the no Otes may not riſe Or {fall tar above O0 be- 


iow the ſtaff of five lines, which are deſtined for cach clcf. 
But this only regards the vocal parts, for in inftrumental mu- 
ſc they exceed even the four octaves, and are ob! liged to 
thoſe five lines to add three or four others, - as well above as 
below, and thereby the compat: of the piece may riſe too 
near ive octaves, and this is at preſent practiſed without any 
ſcruple.. | 
Ar iſloxonus makes a difference in the motions of the Voice. 


and foys it has two ſpecies of motion, continual, and divided 


into intervals; the continual, is when it keeps the ſame de- 


etc of tune, and appears to the ear as neither riſing or fal 


ling, (as in reading in the mono- tone). Vocts—duc quadam 
intervallis digunta ; 
torming no determinate di ferences of gravity and 3cureneſs, 
but contmuing the fame from beginning to end, 
ipecies of motion divided into inter y als. is quite the contrary, 
aud has many changes in poilit of tune, at one time high 
or ſhrill, at another grave or deep; be 1 5 in what proportion 
foev: er, paſſing from one degree N 


The 


of gravity OF acutene ſs. to 
When the Voice moves 
in lach a manner as not to ſeem to ſatisfy the. ear, ti 


Lis CA led 
continual ; cum Vox 1ta move tur, ut null! 6 confifters audit ui 


videaiur, continuiin dicrmus huncce inotum ; When on the other 


hand it proceeds by intervals, it's motion is ſail to be gra- 


dual, de the intermediate degrees large or ſmall; it ſtill moves 


ire Im ons degree to anothe Fs 2nd ſixes ſore pz irticular tune 


ONCE finüh- 
adus 101 mollon may again 


2d! 


ed leaves no impreſlion. And this 2 
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be diſtingviſhed into two Kinds, which Arifheenus and others, 


call intenfio and remiſſio; intenfio Vocis, is the raiſing it b, 
degrees, in whatever ratios, from a grave to a more cute 
found, as remifſis 1 is the contrary. 

+*AM uthor'| in the Philiſopbica! Tranſattions, fays the dif. 
ſitions and abilities of people, may be conjectured from the 


tones of their Voice and manner of ſpeaking ; but how 


creditable what he alledges may be, we do not take upon us 


to determine. 


VOLTA, joined with a numeral adjective, ſigriße 


81 


2 


once or one time, or as the numeral is; thus { . uns 


volta, — pleaſe to play that part over _ centa volte, 
an hundred times, Wc 


Vor ra, a fort of danee of Tralian origin, in whic h the 


man turns the woman ſeveral times, and then aſſiſts her te 
make a leap or jump; tis a ſpecies of moms See Gar. 
LIARPD. 

VOLT ARE, turn over, this imperative hs often 1010 


ed with preſto, ſubite, Sc. to acquaint the Muſician ©. 


turn over the leaf, and that the ſong continues on the other 
ſide: But to ſay true, this expreſſion is a little rough and 
imperious, which therefore | is remedied by adding / ſtr 4 Sig. 
noria volti 7 piace, — turn Wer F you pleaſe, 3 0 
abridged V. S. volti, adding the words fubito, preſto, or even 
pręſtiſſimo if the movement require it to be done in halte 

VO LTI. See Vol T ARE. 

Vol ri ft piace, turn over if you pleaſe, See Vol TAE 

VOLUNTARY, that which a Muſician plays «x 


tempore according to his fancy, before he begins to it | 


himſelf to play any particular piece, to try the inſtrume 
and to lead him into the piece ſo to be played. See be K 
LUDE and PANT ASIA. 


USUS, wſaze, cuſtom, habitude, or that frequent e 
tion ot the ſame thing, in order to facilitate the exc: 


thereof; but in muſic the word has a ſignification font ; 


thing difforent, of which we _ endeavour to apa more 
| largely | 


To enter rightly into the meaning of the-- word, tis ne 


ceſſary firſt to know what the melopcœia is; meloparia ih: 
is the art or knowledge of rules for arranging tous - 
ſucceſſion, 7. „. one after another, fo that ſuch arrangement 
produce good melody ; this divides itſelf into three 57 


by the Gres called Lepſis, Mixis, and Chreſis, 80 the 1 
tins Sumptio, Miſtis and Hat, ne TP the Halians 90%, 
MHeſcolamento and . | 


_ 
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- Preſa, Srmptio or the Lepfis of the Greeks, ſay Ariſtides, 
Euclid, Martianus Capella, Cc. and after them Bontemti, 
teach a cumpoſer in what ſyitem, that is, in what ſpecies 
i oftave he may place or diſpoſe the ſounds which compoſe 
his ſong, whether among the Typatoides or grave ſounds, 
Mee: 27 or ſounds of a middle degree, or Netzides among 
the high ſounds, and conſequently 1 in what mode or tone bis 
ſong is to proceed, and with what found he ought to begin 
2nd end. Sumptio eff per quam muſico invenire datur a anal; 
cin loco fyſlema fit faciendum; utrum ab hypatoides, an fe— 
I guerum aliguo. Ariſtid. p. 29. 

Meſcolomento or Miſtio is the ſecond branch of the W 
cela, which gives certain rules how to join and mix founds 
ee among another in ſuch a manner, as that the voice or 
found may always be within a certain compaſs, that the 
three genera or kinds of modulation, diatonic, chromatic 
and enharmonic may be conveniently diſpoſed, and that the 
long never move out of the {yſtem, that is, the limit or 
mode wherein 'tis begun, unleſs with ſome particular de- 
gn, MHiſtio oft per quam aut ſenos inter ſe, aut vocis loco 
coopmentanus, qut.modulation's genera, aut mador uni fyſtemata. 
Arifiid, Tis properly no more, than aſter having begun 
the ſong, to purſue it without forcing any particular ſound. 
therein, 1. e. ralling it too high, or falling too low, or uſing. 
iny forbidden intervals, and well placing the nat ural, 
Ts neceſſary, or accidental chords of the mode, to go 

it of it and enter it again conveniently; in a wor NY A ccor- 
aaf to the modern expreſſion, tis the art of n xdulating 
well, See MopDULAT1oN and Mop x. 

Uſes, i is the other branch of the melopœia, which compre- 
bends rules and directions how the ſounds ſhould follow 
one another, in what ſituation each of them may or can be, in 
order t6 form an agreeable melody or good mod: JuJati on. 
Jus eſt certa quædam modulationis confectis. 

There are, lays Ariſtides, three ſpecies of Uſus, to which | 
we ſhall add a fourth from Euclid. 1 
The firſt is that called by the (rrecians Agoge, by the 
Latinas ductus, and by the Italians conduc: ments, and is, when 
the ſounds follow One another at 87 ado Or in £0! noint de- 

ces, 1. e. from one to another without miſſing any inter- 
mediate degree. Of ductus there ate three ki inds, the firſt 
is ductus rectus, or conducimento rettio, when the notes 
or ſounds follow one another immediately riſing, as thus, 


- which the ilaitans alſo call 4 Grads 
N. 
— afcendente. 


* 
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The ſecond is Ductus revertens, or Conduciments +; tor nante, 
and is, when the ſounds follow one another immediately Fry 


5 2 — 


ſcending, as 5 ; ; „ which is likewiſe called by 


— F 1— 


the Italians di grads ee, 
The third is duCfus circumcurrent, or confuciments C11; 
corrente, and is after having aſcended by natural or ae oni 


chords, they deſcend by the ſame degrees, except inſtead of 


B natural, B moll or flat is touched in this deſcent, or 
when the deſcent is by B natural, and the afcent by B mol. 
as in the following 1 


1 —— * n 
* 7 — & — — £44: On "I — — 0 1 
wag 3 1.47 SET ns TY 
wo Pp | 


The ſecond ſpecies of Uſus, called by the Greeks Phli 


by the Latins Nexus, and by the [talians Nefſo, is when in | 
paſſing from one ſound to another, that which is next the 


firſt in ſituation not being founded but ſometimes two, 
three or more are omitted, and that either aſcending or 
deſcending; this makes what the Italians call di ſalto, (fee 
SaLTo;) and in this caſe the ſounds are ſaid to move 5, 
hs Ie degrees. Nexus autem eff, qui per tranſilentia inter. 
aa, aut ſenos duos vel etiam plures, unum tonum pt are. 


ditur, aut graviora horu n aut accutiora pr 1885 Ns, Va cantun 


efficiens. Arijtid, | 

The third kind of Uſus by the Graden is called Peileis, 
and by the Jialians Peſtia: For the better expla nation 
| hereof, it muſt be obſerved, fr/?, that fonnds in ccners! 
have the property and force of themſelves to excite in man 
What the Latins call Atores, and the /ralians Coftume, that 


is, certain Ny ee termed by Philoſophers ale.” 


tions or. paſſions ; the founds of the trumpet and drum arc 
ſenſible and conti Wand proofs thereof, eſpecially amor 
War: riors, who are greatly animated thereby, 

Again there are among them certain ſounds that are moe 
proper to excite certain paſſions and emotions than otlie!s, 
as there are alfo ſounds that affect more in one diſpoſition 


than another ; ſome particularly cauſe joy, others ſorrow, 


12 
P 
I 


ethers agaln gay ety and courage : When a ſong proc 
Rs ature or Faroe order, it ſeems ſomething gan and 

1vening, as on the contrary when it proceeds b by moll, 
O! eh 11 13 MOIC ſolt, ſweet and a aſtecting, 


= + Py „ Ws go K — © % au 


nos © wi, 
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Thirdly, The different combination of ſounds one with an- 
other, or the paſſages ſo alternately made from grave to 
acute, and e contra, either by conjoint degrees, as that cal- 
led Conducimente, or by disjoint called Neſſo, which makes 
certain leaps among them, have no ſmall ſhare in ſtirring up 
the paſſions, The third minor aſcending 1s particularly 
mournful and lamenting, as on the contrary deſcending, 'tcis 
gay and joyous ; the other intervals alſo have their particular 
effects under certain circumſtances, for which tee each under 
it's proper article, FouRTH, FirtTH, OcTave, &c. 

Again certain it is, that a frequent repetition of the tame 


found immediately or without the interpoſition of any 


other, and that repetition varied into quick and Now, or the 
ſound only continued or held out a conſiderable time, ſenſibly 
produce very different effects. 
Iis the Petteia, ſays Ariſtides, that lays us down certain 
ſules and methods of diſcerning juſtly all the different man- 
ners of ranging and combining ſounds one among another, of 
placing them in proper order, and in ſac! a manner, as that 
they produce the deſired effects, that is, that they move or 
excite any different paſſion at pleaſure 3 and conſequently ?tis 
this that ſhews us what ſounds may or may not be employed 
in the courſe of a piece, which may and how often they may 


be repeated, whether to riſe or fall, eſpecially | in the Nl, 


or to proceed contrarily. See PRT TEIA. 
Now Euclid gives an explication of the parts of the melo- 


pia ſomething different; for after having laid it down as a 


certainty, that the meloparia i is properly che art of ranging 
and diſpoſing ſounds, and bringing into practice the precepts 
of } narmony z he proceeds to add, that there are four ways 


of to doing; the two firſt quadrate with the Dus and Nexus, 


as deſcribed by Ariftides, but the Pettera he defines to be no 
more than a frequent repetition of the fame ſound : This, 
ſays Mr Brofſard, is true, but adds, that it needs a little more 
explanation. 5 . 

To theſe he adds a ſourth, and calls it extentr, Which 
indeed is no more than a continuation of the ſame found fo: 
2 longer or fhorter time, Meloperia oft ſus pariim harms- 
nicer,” Duatuer vero funt quibus mes id 228 At 5, 
nexus, perteia, ext enſio. Duttus itaque eſi cantilenq via per de- 


| inceds poſitos ends confecta; 1 nexus Vero contra via permmutata 


ſpatrorum poſit io alterna : , per tera eff per ciſſis in und wdemque 

foo frequenter fatta; extenfio eſi dinturnior mera, gue una 

vocis prolatione c. hy 47. Euclid, Intro. Harm. pag. 2. 
True it is, that among what we have from the ancients, 
ere are 4 Skeat Lian) exce en t rules for Props ry 1 anTi ny 


— 
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ſounds one after another, ſo as to make melody; - and fo tha 


by ſuch progreſſion all our different paſſions may be moved. 
But, lays Mr Brofſard, we do not find a word concerning 


the properly diſpoting ſounds one above another, 1. e. ſo as to 


form an agreement or union between them called concord, or 
a diſagreement called diſcord, and contraſt between th ole 
two, which when heard together, make what we call har. 
mony. Now, fays that author, what ſtrong and noble ex. 


preſſions do we not meet with in thoſe pieces called concerts, 


ariſing from the agreeable mixture of concords and diſcords. 


We nnd, continues that author, that the ancients bad 


certain ligns to ſhew when a ſound was to be held a Jong 1 
or ſhorter time; but, adds he, the adherents to the acient 
practice will find ſome difficulty to prove that their meal. 

was ſo juſt and regular as ours, by which our e ard 


furniſh: with that great variety of ſtrong and lively expre(. 


fions; and from hence he concludes, that as they practited 
not harmony or time as we do, it neceſſarily follows, the 
their muſic was not near fo perfect as that of the moderns, 
We cannot pretend to ſay any thing in defence of the ar 
cient muſic, when ſo learged a man as Mr Brefſard taxes it 
with ſo much imperfection; yet this may be ſaid without 
perſumption, that as we find mention made of many thing; 
whereor we have only the name but no explanation thereto, 


it may with reaſon be thought, that had all their works come 


to our hands, we ſnould have no occafion to accuſe them of 


ignorance in an art in thoſe days fo generally are ie and 
univerſally eſteemed ; for what we have of theirs wry © 

any more than a few general hints, Which inſtead of clear "og 
up the matter, lead us into great obſcurities : And again 


may not ſeem altogether abſurd to imagine, that time ay * 


devoured many excellent treatiſes which would have put u 
in a better method of practice, ſince thoſe which have eſcaped 
the common wreck, excellent in this kind, ſeem to intimate, 
that there were before them ſuch as were extremely ufclu 
to them wh :n a living ſcience, and which no doubt, cod 
they be retri:ved, would give us jomething more fatisfactor 
UT. the name of the firſt of the Walen ſyllables, whici 
the [talians call Voce Muſicale, (ſce Nor E) of whit Bonk 
are fix, Ut, re, mi, fa. /, la, to which a ſeventh v. 
by one I; Mioive, ef See No T E. 5 
Ut cleffs are two, G re fol ut, and C fol fa ut. Sec Gi = 
T his name with the other fix were taken by Guides  Arcit 
out ef the firſt ſtrophe of a hymn of Se Jahn the Haste 
beginning, Ut quæant laxis, &c. See Moste. 


* 
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The Htalians in ſolfaing, inſtead of Ut, uſe the ſy Uable 45 


by reafon of the harſh and diſagreeable pronounciation of the 
ſetter U in their language. *Tis uſually called the firſt note 


in muſic as *twas the firſt ſyllable of the hymn, from 
whence with the reſt it was taken. 


The ancients called the ſound repreſented by this ſyllable 
Parhypats Hypaton, and it's octave higher, Trite Die ceug- 


| menon. 


in our ſcale we iſtinguiſh two Urs, the one natural b 
geccare called C fol ut, the other artificial by B moll or flat, 
/ ut; and when we only ſay ut, we mean Cut, the 
win F fa ut, being no more than a tranſpoſition of the 
other, either a fifth lower or a fourth higher ; *tis alſo the 


o_ e of one of our clefts, and is that appropriated to the tenor, 


%e CaoIR, or rather CLEFF, 
"Before Zarlin the rank of the modes was very uncertain z 
ſome placing the firſt mode in Ama, becauſe that was the firſt 


note of the ancient diagram, and the other in D la re, in or- 


der to render their diviſion in authentic and plagal more eaſy, 
(ſee Mop E;) but at laſt Zarlin fix d the ranks of the twelve 


muſical modes in ut, becauſe *twas the firſt ſound of the 
modern ſyſtein ; fo that the firſt and ſecond modes are in C 


natural, and tranſpoſed in Fa ut, by B moll a fourth higher, 


the third and fourth are in D re, and fo of the reſt, ac- 
cording to the natural order of the notes. See Mops and 


Tuono. 
N QueanT LAXIS, Cc. a . of 8 Joby | 


be Baptiſt, compoſed about 770, inthe time of Charlemagne, 
according to Poſſevin, by Paul, deacon of the church oi A-- + 
- quila, famous in muſic, by reaſon the ſyllables whereby the 
bounds are diſtinguiſhed, were taken from the art ſtrophe 


thereof, es Mo: SIC or Hay D. 


WIND 


WIR 


W. 


W IND INSTRUMENTS, re inſtruments player 
or made to found by wind, and that either natura! 
from the mouth, or artificial from machines called  belluws 
contrived for that purpoſe, and fixed to the inſtrument © *© 
be played, 
Inſtruments made to found by the Breath or natural Wind, 
are the Flute, F iſtula, Trumpet, Horn, fc. Sec each in- 
© 
8 thoſe whereto are fixed bellows or leather bags to give 
them Wind, are, the Organ, Bag- pipe, c. See ORGA 
and BaG-PIPE, 
The Wind Inſtruments of the ancients ; were, the Tibia, 
Fiftula, Syringa of Pan, conſiſting of ſeven reeds join el 
fide-wife ; ao Organ, Tuba or Trumpet, Cornua, Lituus 
Sc. See On GAx, Sc. 

Tboſe of the modern; are, the Flutes, Woes. Haut- 
boy, Trumpet, Organ, &c. the ancients called this kind of 
muſical inſtruments E mpPyſoomena, Pneumatica or Emponeor- 
| fla, and the Makers cal] them Stroment! da Fiato. See s ST Ro- 
MEN To. 


WIRE, a piece of metal, as gold, Mer, bab, iron, &c, 
: dra wn thro? a hole in an iron, into a thread of A 3 an- 


ſwerable to the hole it paſs thro”, 


Among the many other uſes of Wires they are uſed for 
ds, 


the {rings of ſeveral muſical inſtruments, as Harphcho: 
Spinets, Pfatteries, Dutcimers, Bell. -harps, Harps, Se there 


are various ſizes thereof from £, of an inch, to de of 


inch diameter, the ſmalleſt ſizes are uſed upon this occaſion. 
Tis obſerved that a gold ſtring will found ſtronger than 
one of ſilver, and that more fo than one of brafs, and tha 


a flee] ſtring will give a feebler ſound than either of them, 


tho of the fam: dimenſions, length, tenſion, | Cc. 
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X. 


X, Sionifie properly no more than decima or en, as Opera 
Ma. Cc. : | 


v. 


FN ſometimes uſed inſtead of in che following 
5. words: 
YASTIO, one of the ancient Greek: mode or tones, 
See TASTIO. 


I 9 N IC O, the Tonic mode of the Greeks, dee Jo! NI o. 


8 


. or TY Fee Sy. es 0 
ZAM PO GNA. ſometimes written Sampore mn, | the ſame 1 95 
as the Latin F a, is in ſhort any inſtrument that 
ſounds like a Flute and particularly a Bag: pipe, being an 


aſſemblage of divers pipes of different ſizes. Tis alſo taken - 
for a common Flute, Flute a bec. Sce Furz and 


BAG-PI PE. N 
Z OPP O, in Latin Claudus, lama, deerepid, Hopping; 
tis from hence that they call thoſe counter- points deſcribed 
under the articles Perfdiato, Obligato, c. Cenſrapunti alla 
Loppa, — lame or hopping Counter points, becauſe, as one is 
vol ved to place in each bar to the ſubject given one note 
between two others, that is as long, as them both, which, 
Wen it comes to be played or lung, by the frequent yo 
cores, » ſeems to proceed by a leap, or in a jump ing manner. 
The re are Contrapuntt alla Zoppa fepra il Sopetts, 2s well : 
ſetto i Sogetto, i. e. above ana below the Sul jekt. Sce 80 
GET To, SOPRA and SOT ro. . 
LI FF O LO, a little Flute or Flageolet, that has a very 
ſhrill for ind like the whiſtling of ſmall Birds; and it's chief 
uſe 0 play to them, in order to teach them à tu! ne; 18 
Latin called Sisal. See FLAG EOLET, 


E R R "7 3 
pP A G E 9 line 1 for two read three, [hit 8 for vorum r. verur- 


Ilid penult for connonical, r. canonical p. 22 J. 16, after 
the r. ralian. p. 14 J. 13, dee . p i dele an. 
p 361. 29, for are r. or. p. 47 1. 4, for or r. with. p. 48, * 
Ent! thus, the ninth (Which is in effect the ſecond,) the {everiti; 
and. p. 541. 38, for Intalian, r. Italian. p. 54 1. 6, for proceeding 
1. preceeding. p. 75 l. 15, dele and: page 77 line 43, 
tranſverſo r. traverfa. p. 78 J. 42, for Tardinal's. r. Farinel . 
p. 88 lines 31 and 32, for grande 7, grand, p. 99 J. ult, io 
wrote r. rote. p. 109 l. 12, after which r. is. p. 3 

for modee r. modes. p. 120 J. 22, for a r. a8. p. 121 1. 10, for Leg. 
 giaido r. Leggiadro. p 1301. 31, after Agnus r. Which make e 
maſs, p. 132 l. 15, dele the firſt 1. p. 130 l. 34, for Wholes :. 


holes. p 141 J. 41, after of r. the. p. 1421. 23, for ſaid r. ſurd. 


5 6 2 for diviſiors r. mutations. p. 182 1. 12, for giopt Dl, r 
groppi. p 193 l. 10, for e us, r. a ſemi-diapente p. 159 }, 21, 
for reſponſay r reſpon Hary. 204 l. 35, for rivogliomento r roy! 


gimento. 212-412} ate frit comma. 2181. 18, for 7 7. 
P. 7 190 / 


17. p. 251 l. , for and r. a. p. 2731. 31, for tercet r. tierce. 5 
1 penult dele be. p., 291 |. 8, for tillo r. trillo. p. 292 l. 


# + 


38, for at r. the. p. 304 J. ult dele a. p. 309 J. 27. dele, p. 322 
+ 0, for Farainal's r. Forinef: 8. P. 325 J. 6, for T rochzus r. . 0 
|. 26, for viſtamente or v2 1 vitement or vite. 1614 31, fo; 


viy \celimo r, Vivaciiimo, ibid l. 37, after which r. 15, 


„ þ 30 


There may have eſcaped ſome literal Errors which: cannot 
flop the Reader. 
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